





























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































 Performing as mapping: Appendix 2 
 
Appendix 2: Research methods and data collection – Supporting Information 
Practitioner interviews 
A semi-structured format was selected for interviewing key practitioners involved in the creation of 
the case-study performances. The identification of these individuals within each case depended on 
the way in which each project was structured. Typically the identification of these key informants 
came out of the initial process of negotiating access. The list of interviewees for each case typically 
included the artistic director and/or producer of the performance. However given the diverse nature 
of contemporary forms of site-specific performance such clearly defined roles did not always exist. 
Engagement on the site of the project; either through participant observation or other interviews, 
led to further interviews with practitioners and other professional figures identified as important to 
the development of the project, such as local council or regeneration officials. 
Interview scheduling 
The schedules for practitioner interviews could be broadly divided into three forms of questioning. 
The first focused on a series of open questions related to the specific performance project and 
similar recent projects and was designed to provide background / contextual information about the 
project, but also to open up the discussion around current practice and the themes and issues that 
they perceived to be important. The second phase introduced theory-driven questions that were 
derived principally from the literature review and related to issues such as mapping, documentation, 
participation, and the instrumentalisation of performance. The precise combination and form of 
these questions was dependent on the background of the interviewee (e.g. a technical producer or 
an artistic director). This form of questioning is designed to draw out and articulate the implicit 
knowledge and views of the interviewees in relation to site-specific performance.1 The interviews 
concluded with a third phase, which responds to the theories and views that have been presented 
by the interviewee and relates them back to the context of the current project. This third phase 
might include ‘confrontational questions’, designed to critically challenge or examine the notions in 
relation to other competing theories (for instance the significance of methods of evaluation in 
performance). 
The format of a typical interview schedule was piloted before the commencement of interviews with 
academic staff at the University of Sheffield who had a background in theatre and performance 
                                                            
1 Uwe Flick, An Introduction to Qualitative Research (SAGE, 2009), p. 156. 
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studies. Although brief, this piloting process was important in terms of preparation for conducting 
interviews with professionals from outside of my field (i.e. performance-makers). 
Interview structure and format 
The timing and setting of these interviews was also important; wherever possible the aim was to 
interview early on in the process (before the live performance), and in the context of the site. There 
were a number of reasons for the preference of interviewing ‘on site’. As a spatial practice, site-
specific performances have an immediate physical and strong conceptual relationship with the 
spaces within which they are designed, made and performed. Interviewing on site (or in a 
convenient quiet location near to site) had advantages in terms of having immediate spatial 
reference points; interviewees could make direct visual references to places and people. The time 
immediately before and after the interview might also be spent engaging in a short guided tour of 
part of the site; providing further contextual information and insight. However, time and geographic 
constraints meant that this was not always possible, with some interviews were held at University 
offices. 
All interviews were conducted face-to-face and were designed to last between 45-60 minutes, 
(although this became extended to around 90 minutes in certain cases). All interviews were digitally 
recorded (using digital dictaphone or iPhone app), and transcribed within a week (5 working days) of 
the interview taking place. Interview transcriptions were shared with participants prior to any 
analysis – so they could make clarifications or remove any sensitive information. This clarification 
process was built into the research design as part of the original ethics application. While this 
opened up the possibility of interviewees editing out significant information, it was important as part 
of building up a mutual trust, and fed into the wider principles of a participatory research agenda. 
Interview transcripts from the empirical case-study research are included in appendix 3. 
Participant-observation 
The use of participant observation or other ethnographic methods might easily be confused with 
‘performance ethnography’, the concept introduced by Conquergood in relation to using 
performance and performativity to understand everyday behaviours.2 Nonetheless, Conquergood’s 
proposition that ethnographic field-work ‘privileges the body as a site of knowing’ is relevant to the 
study of the practices and processes that underpin the performance event.3 Ethnographic methods 
have been employed by performance scholars to observe and document the performance as a 
                                                            
2 Dwight Conquergood, ‘Rethinking Ethnography: Towards a Critical Cultural Politics’, Communication 
Monographs, 58 (1991), 179–94. 
3 Conquergood, p. 180. 
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complex set of human relations and processes of design and production.4 In the context of site-
specific performance, this involves the observation of activities that precede and support the 
performance event, including (where possible) the stages of conception, production, and rehearsal.  
Participant observation can also be employed during the live event itself, which might include other 
participants, performers, and incidental public observers. However there is also a danger here - by 
directing attention to the movements and responses of others, the researcher may affect the way 
that they experience and document the performance as a participant. One way of addressing this 
within the methodology is to participate in a live performance on more than one occasion, shifting 
the role from participant-as-observer to observer-as-participant. 
The levels of participant observation employed in this study have been highly dependent on access 
and collaborative arrangements, which differed between the cases. More details on how participant-
observation was employed ‘on the ground’ are provided within the individual case studies.  
Participant experience 
In order to build up a multi-dimensional picture of the way a performance impacts on its site and 
participants, an early decision was made in the development of the research design include to the 
qualitative/ descriptive reflections of individual participants. Chapter 2 introduced the idea of the 
individual participant as central to the meaning-making process in site-specific performance and 
how the sensory immersion of site-specific practice makes this meaning-making process particularly 
potent. Performance scholars such as McAuley and Reason have called for the use of an experiential 
research methodology to document this process of meaning-making.5 This is typically carried out 
immediately after the performance, but may also be followed up in the days and weeks after the 
performance.  
A number of qualitative data collection methods have been used by researchers in the fields of 
audience/ reception studies and other arts organisations to document participant/ audience 
experience of live performance. The advantages and disadvantages of the most commonly used 
methods – which are well-established in qualitative research across the social sciences – are detailed 
in table 1. This draws upon recent work by the New Economics Foundation on ‘Capturing the 
Audience Experience’. 6 
  
                                                            
4 McAuley, Space in Performance, p. 15; Atkinson. 
5 McAuley, Space in Performance, p. 16. 
6 nef, ‘Capturing the Audience Experience: A Handbook for the Theatre’, 2010 <http://www.itc-
arts.org/uploaded/documents/Theatre%20handbook.pdf> [accessed 11 July 2013]. 
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The format of interviews can 
range from highly structured to 
more open or conversational in 
structure. Perhaps most useful 
in performance research is a 
middle-ground approach, often 
referred to as semi-structured 
interviews.7 This approach uses 
a set of core questions that can 
be adapted by the interviewer 
to explore the interviewee’s 
opinions in greater depth. 
- If conducted well, 
interviews can provide 
the researcher with in-
depth information about 
what people think, feel 
and experience.  
This can provide rich 




- Provide a space for 
participants to discuss 
issues other than just 
those that they are 
asked about.  
 
- One-on-one interviews 
are relatively time- and 
resource-intensive, both 
to conduct and analyse. 
- Practical restrictions 
tend to limit interview 
data to small subset of 
participants, and it is 
difficult to build an 




Focus Groups A facilitated discussion with a 
group of participants. The focus 
group facilitator will typically 
prompt response with open 
questions, the aim being to 
document the commonalities 
and differences that emerge 
from the experience of the 
performance.  
-  The group format 
enables a larger number 
of respondents to be 
involved than using one-
to-one interviews. 
-  Focus groups can help 
to give a sense of the 
range and diversity of 
participant experiences, 
and are therefore  a way 
of articulating how 
different people might 
experience the same 
event in different ways. 
-  Like interviews, 
successful focus groups 
- Potential for certain 
individuals to lead, while 
others may feel less able 
to become swayed into 
following the dominant 
opinion. 
- The conversations can 
be more fluid and 
harder to ‘direct’ than in 
a one-to-one interview, 
thus requires skilled 
facilitation. 
- Focus group data can 
be complex and time-
consuming to transcribe, 
code and analyse. 
                                                            
7 nef, p. 50. 
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Questionnaires provide a 
means of collecting 
quantitative and/or qualitative 
data via a pre-determined set 
of questions – typically 
completed by respondents 
after an event. Questionnaire 
data can then be analysed using 
different techniques depending 
on the data collected.  
- Can reach a potentially 
larger number of 
respondents. 




- With a large enough 
sample sizes 
observations can be 
made about the 
audience as a whole. 
- A danger of making 
assumptions (about 




- Can be difficult to 
contextualise 
questionnaire data. 
There can also be 
difficulties knowing how 
much time or thought a 
respondent has put in to 
each response. 
Table 1. Comparison of participant data collection methods. 
As table 1 demonstrates, the selection of any one particular method over another has both 
advantages and disadvantages. An additional issue that impacts on all of these methods is the 
potential for these methods (particularly interviews or focus groups) to ‘narrativise’ or reframe the 
original live experience.8 This is particularly an issue where a large amount of time has elapsed 
between the experience and the gathering of responses, which can change the meaning and 
memory of the experience, potentially exaggerating or omitting certain aspects. 
In employing an experiential approach to understand the experiences of other individuals, Seamon 
describes the central importance of researcher and respondents as having a certain shared level of 
meanings and values. Only through a certain equivalence of meaning (and a level of written/ verbal 
competency on the part of the respondents) can the researcher undertake analysis of responses 
with a degree of confidence that their interpretation is faithful.9 Shertock suggests that, in an ideal 
situation, respondents will have an almost ‘spontaneous’ interest in participating in the research, as 
                                                            
8 Jaakko Stenros, Annika Waern and Markus Montola, ‘Studying the Elusive Experience in Pervasive Games’, 
Simulation & Gaming, 43 (2012), 339–55 (p. 347) <http://dx.doi.org/10.1177/1046878111422532>; nef, p. 38. 
9 David Seamon, ‘A Way of Seeing People and Place: Phenomenology in Environment-Behavior Research’, in 
Theoretical perspectives in environment-behavior research, ed. by S. Wapner and others (New York: Plenum, 
2000), pp. 157–78 (pp. 166–167) <http://link.springer.com/chapter/10.1007/978-1-4615-4701-3_13> 
[accessed 14 November 2013]. 
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a personal connection with the topic or issues tends to motivate respondents to provide the most 
thorough and accurate lived descriptions.10 In performance research, this motivation is perhaps 
more assured by the fact that informants not only attended the event in the first instance but were 
sufficiently motivated to voluntarily share an account of their experience with the researcher.  
An experiential framework advocates the type of in-depth engagement typically associated with 
interviews or discussion groups. Questionnaires rarely feature among the methods advocated in this 
type of qualitative research, principally because of the limitations in requiring subjects to respond 
within a rigid structure, which potentially limits the depth of information and inhibits the potential 
for emergent issues.11 In this research, the desire to carry out face-to-face interviews with 
participants was weighed up against pragmatic concerns of time, resources, and access to a wide 
range of participants immediately after each performance event. This led to a research design that 
used questionnaires supported by a small number of face-to-face interviews (structured using the 
same questionnaire format). Although the depth of information provided by the questionnaire 
structure tends to be more limited, they have been selected for a very particular purpose - collecting 
information from a wider range of respondents that could not be reached by personal interview. 
Nevertheless, the choice of an online questionnaire (supported by a printed version in certain 
circumstances) raises a number of potential problematic issues in relation to the wider 
methodological choices and underpinning paradigms of the research that require 
acknowledgement:12 
 difficulties in ensuring that all respondents will interpret questions and answers on the 
questionnaire in the same way and on the same 'level' and that the respondents will 
provide full and truthful responses 
 a need to identify the context in which replies are being given 
 a need for checks, balances, extensions, and modifications 
Some of these concerns are alleviated to some extent by the particular nature of a study of 
participants (as opposed to a survey sampling the general public), where those questioned are all 
responding to a very particular event and context. The nature of collecting data in response to a 
                                                            
10 T. Shertock, ‘Latin American Women’s Experience of Feeling Able to Move toward and Accomplish a 
Meaningful and Challenging Goal’, Phenomenological inquiry in psychology, 1998, 157–74 (p. 162). 
11 Peter Woods, ‘Qualitative Research’ (University of Plymouth, 2006) 
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specific bounded performance event also enables certain checks to be put in place to attempt to 
ensure an additional degree of credibility in the data collected: 
 an introductory briefing given prior to each event was provided to participants, 
explaining that a qualitative study would be taking place, providing a brief description of 
the purposes of the study 
 as part of this process, individual contact details were collected via an online or printed 
form (depending on the scenario) 
 contact details were then used circulate the questionnaire immediately after the 
performance 
By following this procedure, it is possible to confirm (with reasonable confidence) that an individual 
respondent attended the event, and the length of time it took for an individual to respond. Despite 
these measures, there is still no guarantee that that individual question (or questions) could not be 
misinterpreted. A small number of respondents were interviewed (using the same structure of the 
questionnaire) as a follow-up process to better understand how respondents were interpreting the 
questions and to support the questionnaire responses with more detailed descriptions. 
The structure of the questionnaires used was deliberately kept short and open in structure and free 
of jargon or complex theoretical terms. A series of structured closed questions (how did you hear 
about the performance?) was followed by the main part of the questionnaire; a series of open, 
unobtrusive and loosely structured questions that invited respondents to describe their personal 
account of the performance and elaborate on any additional issues. The design of the questionnaire 
was also carefully considered to address some of the problems associated with low response rates 
and the impersonal feel of online survey tools. This was also important in terms of the collaborative 
relationship with certain performance-makers, who were keen to see the look and feel of the survey 
material (including information sheet and online questionnaire) that tied into the graphic look and 
feel of the event. A custom interface (website) was designed and built to achieve this (Figure ). Both 
the questions and samples of the text and graphics were discussed with performance-makers prior 
to the launch of the questionnaire. 
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Figure 1. Custom interface designed and produced by RECITE for the first case study (chapter 6). Image: 
Author. 
Document analysis 
Documentation plays an important and contested role in live performance. Chapter 2 concluded 
with a brief introduction to the critical issues surrounding the documentary methods and the 
between documentation and site-specific performance. The retrieval and analysis of performance 
documents and archive materials is primarily used to support other research methods (such as 
textual analysis or written accounts of first-hand experience), although the critical issues around the 
production and retrieval of performance documentation is a field of research in its own right.  
Performance documents include:  
 marketing materials and websites produced by performance-makers or institutions 
 production photographs produced by performance-makers or institutions 
 press reviews 
 other archive material 
Documents often represent one version of the event that has been created for a specific purpose, 
and therefore must not be taken as a factual form of reality13. However, they can be informative in 
supporting other methods (interviews and observations) and in building a broader picture of way a 
performance was marketed and documented.  
                                                            
13 Flick. 
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First-hand reflections 
The final method – which employs first-hand personal written reflections of the case-study 
performances - was employed to compliment the more traditional qualitative data collection 
techniques introduced so far.  
In discussing his work on Graeme Miller’s LINKED, Carl Lavery argues that the unique, almost 
‘collaborative’ way in which individual participants are engaged by their participation in site-specific 
performances has important consequences for the way research into these practices is carried out 
and written up. While Lavery proposes a theoretical reading of LINKED that is instantly recognisable 
as part of an ‘academic’ discourse, he goes on to argue that detached and supposedly ‘objective’ 
voice used in academic writing is often inadequate to represent the affective and embodied nature 
of performance. Moreover, as each participant brings their own unique associations and personal 
history (as discussed in chapter 2) there simply can be no authoritative account of the way in which a 
site-specific work is experienced.14 The highly subjective and first-person form of writing that Lavery 
proposes is therefore not an attempt to provide a definitive account, but a piece of documentation 
or ‘practice in itself’ that sits alongside the original performance and the multiplicity of other 
subjective readings - inviting others to compare and contrast their own experience.15  
From the perspective of positivist research paradigms, the use of reflective writing as a research 
method (based on first-hand subjective accounts of an experience) could easily be rejected as open 
to misinterpretation, vague, lacking rigour, and lacking any form of internal or external validity. 
However, in the context of performance research, this form of engagement with a work is one way 
of developing “clarity and insight grounded in one's own experience of the world”.16 These sections 
of writing (expressed in each of the three case studies in the ‘performance’ section) permit the 
researchers personal voice into the research text - a voice that brings emotions, happenstance, and 
subjectivity. It is also intended as a method of engagement that helps to develop and inform the 
accounts of the performance-makers and other participants.  
Qualitative content analysis 
Social geographers Baxter and Eyles point to a tension that often exists in qualitative research 
between creative or imaginative forms of analysis and the standardised rigour demanded by 
methodological frameworks within the social sciences.17 As an architectural researcher with a 
                                                            
14 Lavery, ‘The Pepys of London E11: Graeme Miller and the Politics of Linked’, pp. 156–157. 
15 Lavery, ‘The Pepys of London E11: Graeme Miller and the Politics of Linked’, p. 157. 
16 Seamon, p. 166. 
17 Baxter and Eyles, p. 505. 
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background of creative research and design practice, I believe that the analysis stage of the 
methodology should be addressed by an approach that is rigorous yet also creative, spatial, and 
visual. This primacy of the visual and the spatial has also been echoed in discussions with many of 
the site-specific performance practitioners and artists who have been involved in this research.  The 
methodology developed for this research, therefore, directed me towards a method of analysis that 
could reflect the creativity, richness and depth of process of the practices investigated.  
As described in chapter 5 and this appendix, qualitative data gathered has been gathered using a 
number of different methods. In both practitioner interviews and questionnaires, the focus has been 
on open-ended questions, while field notes and reflections contain divergent perspectives describing 
a wide range of issues and moments over the course of the three case studies. These multiple data 
sources suggested a qualitative content analysis approach accompanied by a visual or ‘data display’ 
strategy.18  According to Miles and Huberman, the chances of drawing and verifying conclusions 
improved by the use of data displays, where the display permits comparison, themes, trends and 
links.19 
A conventional content analysis approach starts with re-reading all transcripts and field notes 
several times, enabling the researcher to ‘immerse’ themselves in the data and obtain a sense of the 
whole. Field notes and interview summaries are printed or copied, with annotations, diagrams or 
commentary added alongside the text .The researcher then makes notes of any initial overall 
impressions, thoughts, and concepts. These annotations include explanatory comments and the 
tentative beginnings of pattern coding - identifying and linking emerging themes and constructs and 
highlighting words or phrases from transcripts that ‘capture’ key thoughts or discussions.20  These 
themes may later be rejected or at least refined, as further analysis and data collection is 
undertaken. But they provide an account of the unfolding analysis and the internal dialogue that 
accompanied the process. As this process continues, labels for codes emerge that can be applied to 
a number of individual statements or across a number of texts. This is an inductive process, with 
codes first derived from the text and then linked or organised into categories. These categories are 
used to develop more meaningful clusters or themes.  
                                                            
18 Matthew B. Miles and A. Michael Huberman, Qualitative Data Analysis : An Expanded Sourcebook, 2nd ed. 
(Thousand Oaks, CA. ; London: SAGE, 1994). 
19 Miles and Huberman, p. 92. 
20 Miles and Huberman; Philipp Mayring, ‘Qualitative Content Analysis’, in A Companion to Qualitative 
Research, ed. by Uwe Flick, Ernst von Kardoff, and Ines Steinke (London; Thousand Oaks, CA.; New Delhi: SAGE 
Publications, 2004), pp. 266–69. 
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The central tool proposed in Miles & Hubernan's visual approach to qualitative analysis is the data 
display - a way of representing the codes or categories derived from qualitative content analysis in 
the form of maps, diagrams, matrices, or networks. The display works as way to organise large 
amounts of qualitative data into an accessible form in order to begin to refine codes and move 
towards tentative conclusions. The purpose of the data display is represent data in a way that is not 
possible through other forms of analysis:  
 qualitative data is not stripped of its context 
 mapped data is simultaneous, whereas text is sequential and dispersed (difficult to see 
the whole) 
 displays can be added to when new data is collected 
The map can also be used to display data collected through a number of different methods 
(interview, observations, questionnaire responses) on different layers, in a way that keeps these 
spatially separated (on an imaginary Z-axis – with layers that can be individually hidden) but also in a 
way that can also enable vertical connections to be made across these different data formats. As a 
visual tool, the data display enables the creative analyst to combine other forms of documents and 
other visual material on the same map (photographs, urban maps, chronologies, etc.). 
 
Figure 2. Extract from one of the visual maps used to organise codes and themes from the process of 
qualitative analysis. Image: Author. 
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With a case-based approach, the categories or themes identified by a content analysis and visual 
displays are presented within a discussion section at the end of each case study. In these discussion 
sections, any findings are related to any relevant literature, theoretical discourse, and research 
findings from other case studies. The discussions from each of the three case studies are then drawn 
together in a final discussion / conclusion chapter. As well as drawing out the key points from each 
case study into a main argument, this final chapter includes a summary of how the findings from the 
study contribute to knowledge in the field and sets out the implications (if any) for future practice, 





Appendix 3: Interview transcripts, questionnaires and notes 
 
Mapping the City, Hull Fruit Market (2011) 
A) Interview with Helen Thackery, Events Manager at Hull City Council, April 2011 
B) Interview with Alan Lane, Artistic Director of Slung Low, April 2011 
C) Interview with Laura Clark, Producer of Slung Low, April 2011 
D) Mapping the City: Participant questionnaire, May 2011 
E) Mapping the City: Sample of field notes, April-May 2011 
 
The Anfield Home Tour, Anfield Liverpool (2012) 
F) Interview with Britt Jurgensen, Anfield Home Tour Director, February 2013 
G) Interview with Fred Brown, Anfield Home Tour Performer, February 2013 
H) Interview with Jeanne van Heeswijk, Creator of Homebaked / Anfield Home Tour, May 2013 
 
The Port of Sheffield, Lower Don Valley Sheffield (2012) 
I) Collaborative reflection and analysis session with Deborah Egan, initiator of the Port of Sheffield, 
2013 
J) Interview with Simon Ogden, City Development Manager at Sheffield City Council, 2013 
K) The Port of Sheffield audio-walk: Participant questionnaire, September 2012 
L) The Port of Sheffield audio-walk: Sample of field notes 
M) The Port of Sheffield audio-walk: Funding details, April 2012 
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Helen Thackery, Hull City Council Events Manager 
8th April 2011 - Hull City Council Offices 
Adam Park: I must admit I've never been to Hull before today and I've lived in Sheffield for 8 years, which is not 
very far away but I was quite surprised at the number of different types of spaces, and the way the fruitmarket 
felt very much like a ‘film set’. 
Helen Thackery: But literally of the back of Slung Low there is also the degree level art students who have 
chosen to do 3 performances down there, 2 of which are for people to take their final exam, and they area all 
people who are studying in Hull but they didn’t even know that this space existed, especially Castle Street 
being that road that goes across the middle – people have to have a reason to go across there. So that’s good 
in itself, its giving people  a different view . And I always think as well you never know who’s going to be the 
next  person to come in and invest in the city, we’re all struggling the same as every city is for money at the 
moment and I think the more people you can get through – the clipper round the world yacht race – the guys 
berth in there and spent a huge amount of time – and these are a lot of people who are very rich – and the 
property sales went up 30% over the clipper weekend, with people coming an saying ‘ I love this place’ – you 
never know where your next opportunity coming from really. 
AP: The first thing I wanted to ask was how you would describe Hull to someone’s who hasn’t been here – and I 
know you’ve already covered it in terms of the appeal of the city but I wondered if there was anything else to 
add. 
HT: I think, certainly for people like Slung Low who come in and yourself whose never seen the city before – 
just entering the city and being part of it even for a few hours is real myth-buster. Hull has suffered from an 
awful lot of bad press, but I actually think in itself it’s a really pleasant place to be, and what does happen is in 
terms of our arts is a lot of people travel from what you perceive as the more affluent East Riding in Hull to get 
their arts experiences, because East Riding as whole, although it’s a very big area, it concentrates on other 
things whereas Hull, probably bit to do with Hull Truck theatre and so on, has taken the chance to do that risk 
and we know from the figures that we’ve got from things like Freedom Festival etc that the amount of people 
coming in is a huge percentage and when you ask why they say things like ‘Hull will take the chance’ ‘Hull 
dares to be different’. And think sometimes over the years its gone against Hull but certainly in the Arts 
context its really going for us. 
We have got a number of what I suppose you would call café-bars that are struggling but they're really starting 
to make their way through, and actually I think that the people who are coming to watch the production will 
find a different city centre to the one that they imagined happens after 5 O Clock when everybody leaves the 
buildings. So it gives us a chance to showcase how different  the city is. And with them using the fruitmarket 
area, 2 years ago now we did a thing called Caribosse in there which was basically fire installations and 
everybody came back from the marina, and said ‘crikey we forgot the marina was that nice’. And its not always 
about big flashy brand new flats its actually got its own character  
AP: Did Hull go looking for this project (with Slung Low)?  
HT: Yes. Every few years we commission an amount of work for different things. What we’re conscious of in 
the city is the area that’s used for the project is going to be part of a multi-million pound redevelopment, and 
once Yorkshire Forward started to go down it was basically withdrawn from that and it just seems such a 
shame. Im a little bit of a traditionalist I can see that area being so many things other than another set of block 
of flats, another marina  development, and so what they did was they went out and tried to bring in something 
that would carry on from Freedom and Cariboss and everything and make people use that area for what it 
really is which is actually a different and diverse zone. 
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AP: Broadly speaking, what are the Council’s main aims in promoting this outdoor performances – is it purely 
economic? 
HT: Its more about our cultural offer. To be honest we could go down the route of a lot of these type of things 
in terms of charging etc but as a city what we try and do is to give a really diverse a generally free cultural offer 
to people the Arts Council have just recognised us  in terms of giving us quite  a huge amount this year, 
because what they’ve felt was that we weren’t exclusive to certain groups  - it’s a case of here’s your 
performance and everybody can be part of it, and I’ll be honest with you in the economic climate the city has 
embraced the idea that you might not have some of the money and the goods that you need at home but 
actually there is this free entertainment that gets people out. There’s certain health benefits as well of getting 
people walking around, taking part, being out in the sun. There’s all the public order things when we’ve got 
stuff like this going on we know that crime rates drop dramatically, so we’re actually saving on other things as 
well. And people say ‘surely if you’ve got loads of people outside that puts the pressure on the police but what 
the police are telling us is actually when you’ve got organised events on crime rates drop and they’re actually 
able to get on with other things instead of dealing with petty vandalism. Because people are expecting these 
areas to be used all the time. 
AP: Can you describe your role in helping them (Slung Low) to find sites and planning 
HT: I’m the events Officer for the council, and what we have as part of the events team is something called the 
Event Safety Advisory Group (ESAG), so its things like police, fire, ambulance, highways, H+S, and the legal side 
etc. What we do in this city is if a project comes in – rather than someone having to sit with the telephone 
directory and think ‘I need to inform the police, fire brigade etc etc’, they come into this group and say ‘this is 
where we are this is what we’re trying to do’. And what happens is everyone in the city has some knowledge of 
exactly what’s going on. So with Slung Low the fact that they wanted to throw a body off a building as part of 
their presentation, you can imagine the 999 calls, whereas now we know if that 999 call comes in that person 
would be reassured that we know what’s going to happen. The other side of that is that Slung Low wanted to 
have a diverse range of buildings and areas where they wanted to do stuff so its been about helping them gain 
those permissions. The other side of things is that we run a multitude of events per year and what would’ve 
been really silly to do is have Slung Low on the same night as the opening of Hull Truck or whatever, so its 
about balancing up so we can try and space our provision right throughout the year. And from an economic 
point of view a lot of the areas that we are looking at Slung Low using are areas that we feel at the moment 
due to shops closing etc aren’t being used as much as they should be, so its about ensuring that the whole of 
the city centre gets a piece of this project. 
AP: And how do you manage issues such as safety and security on the night? 
HT: The big issue for this project especially is getting over people’s perceptions of a large group of people 
wandering around. Its silly – if 20 friends decided to go for a night out and decided to wander from pub to pub 
we don’t look at it, but when you suddenly announce to the blue light services that we’re going to get 20 
people together and they’re going to cross roads and things – all of a sudden its ‘who’s going to steward them, 
who’s going to do this and that’. So some of it is breaking down the barriers and saying right; these are actually 
adults, they do cross roads normally, they’re part of an organised group. And even the earphones thing - 
whether people can here or not – the issue is whether people can still cross roads. So some of it is going back 
to people (ESAG) and saying ‘think what you’ve actually said to me’ – these people may have got a bus, train, 
helicopter or whatever to the venue. The other thing is that once you call it an ‘event’ there are certain 
parameters that come in – so people start asking for public liability insurance, H+S etc. so from our side a lot of 
that has been smoothing that way along. Because what Slung Low are doing is using provision – so its  a pub, 
or it’s the pier or whatever, so it’s about saying to people – it is an event in name but actually its about using 
infrastructure for what it’s actually meant to be used for.  
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AP: So they haven’t necessarily had to get specific events licences in that respect?  
HT: We have a public entertainment license - about seven years ago we licenced the whole of the city centre. 
So some of it has been a negotiation – going back to licensing and ensuring that they don’t have to jump 
through hoops to get the licenses, almost smoothing the way. 
AP: You mentioned Caribosse and Freedom, what other sorts of outdoor events that have had a good response? 
HT: We do a number of events in the city centre but we’ve recently had the Clipper round the world yacht race 
start and finish with over 100,000 people , we run the annual fair which is quite an odd one because we are 
the only truly city centre fair in the country, and still one of the biggest fun fairs in Europe… that attracts just 
about 1 million visitors in a 8-day period.  The tour of Britain we brough into the city centre, we looking at 
doing Skyride right through the city centre, we do all of our jazz concerts, maritime events, and even fireworks 
nights go off from the city centre where traditionally a lot of cities take everything out to the parks. Our parks 
are highly successful and do run a lot of events but… not coming from Hull there’s an east and a west of Hull 
and its quite funny because sometimes the two don’t meet even to the point that we’re the only city with two 
rugby teams – one in the east and one in the west – both in the Superleague and what we find is the city 
centre is one place where everybody comes to mix. And that works well for us because it means that, with 
Freedom for instance, the economic benefit to the businesses was something approaching £8-9million for a 2 
day event. Now where in a lot of other city centres there is a huge drop in occupation of shops we’ve dropped 
but not so much because by putting on events every 2-3 months. If I tell you that during Freedom, in Princess 
Quay the turnover of a lot of the bigger shops went up £7000 a day, and a lot of our pubs say that the events 
keep them in business because they know if they’ve had a slack week they’ll have a good weekend. We work 
with a lot of the café-bars to do a thing called ‘half past the weekend’ which is basically getting people out on a 
Wednesday night. It seems a really simple thing if you’re in London and Leeds whereas in Hull its still a growing 
thing. Coming from London myself its equally driven me mad but I’m also seeing it as a challenge – saying to 
people ‘ it’s only Wednesday but you’re allowed to go out’. But people get in a routine of doing things, and we 
have a lot of workers in the city are at firms that do dual shifts (day times and evenings) so there are families 
that are split by shift systems as well, so a lot of it is trying to work around that. And this is why things like 
Slung Low work well because its over a week – there’s 5 opportunities to go to it. You have to pre-book  but if 
you're going to the cinema etc you also have to pre-book and its quite a lot of money that you laying out 
whereas here its so much more accessible than your standard theatres.  
AP: I would like to ask about this accessibility, it is £10-12 so how wide do you see participation in theatre 
events in Hull? They're not like the big free festivals where everybody comes in are they? 
HT: Our theatre prices like everybody’s have gone up to around £25-30. That’s less accessible because for 
families and children, whereas this is real middle-of-the-road- you're talking about two people going for the 
average price of less than a meal on a night out, whereas unfortunately theatres – for this year’s panto we 
priced it up for a family of two children and two adults at £112 and in this current time that’s not working. 
AP: And being from Sheffield for me its interesting that you are talking about the North, or outside London 
being different culturally – the idea of taking a bit of a chance because people from Hull or Sheffield might not 
be used to these types of events.  
HT: Sometimes there’s almost too many opportunities and people think well they’re always going to be there 
and don’t bother. A classic example for us to tell you about would be last year’s Freedom  Festival we had a 
group of street artists from France who do a ballet performance suspended from a crane. They said In other 
cities across the world we generally draw a crowd of around 500 people – its all very controllable.  I had no 
reason to disbelief them but in Hull they drew 22,000 people and Queen Victoria Square was bursting at the 
seams. And the guy came up to us afterwards and he was just so animated saying ‘ we never ever perform to a 
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crowd like this’. But he’s used to going to London, Edinburgh, Lyon, Reims. And he said – people there just 
think ‘oh there’s another street performance on’ but you guys embraced it. And he said every time we looked 
down from the crane everybody had their eyes on it. And I think because we do pick and choose – because to a 
certain extent  we can only afford a certain amount, that people whenever there is an opportunity really really 
embrace it. 17:40 We went to Hogmany two years ago and Cariboss was on. Down the Royal Mile about 6000 
people passed it during the 3 days, in Hull we had 5000 the first night, 12000 the second and 22000 the third 
night – and that was word of mouth. This may seem an odd way to do it but we knew what we could do if we 
chose to only advertise it by word of mouth, so the first night was a preview for invited guests. But the good 
thing was that we purposely put it in an area where there was a great big throughflow of people – we’re 
talking 4 or 5 days before ‘why are you putting those structures up there?’, ‘ what are they doing?’ – and when 
we started interviewing people they said ‘oh my friend told me I had to come’ ‘they rang me last night having 
seen this fantastic thing’. And one of the annoying things for us sometimes is we put up 10000 posters or put it 
the Hull Daily Mail and people say ‘we don’t see it’, and yet we can tell 100 people and everybody’s heard it! 
 
AP: It depends on the pull as well I guess, and whether it is ‘unusual’. HT: Absolutely. 
 
AP: One of the aspects of my research is documentation and ‘what’s left’ after a live event like this one, so 
wanted to ask what the City Council Even team’s perspective was on making records or documents of events. 
 
HT: Where we can – so for the bigger events like Freedom, Clipper – we will actually do monitoring and 
evaluation, and we might take a sample size of 500-600. Where it’s a smaller event we tend to put people out 
there who will speak to people on the night. Consultation and evaluation has become quite expensive now for 
thorough stuff, but what also utilise is we have a ‘People’s Panel’ across the city as well which is very proactive 
and we get feedback via them as well. Also a lot of people in this city love writing into the local paper so we 
monitor and lot of stuff in there and pick quite a lot of stuff up. And certainly we look north as such in the local 
radio stations etc- we get quite a lot of feedback through there. So we tend to pick our evaluation up in a lot of 
different ways. Unfortunately good news never travels as fast as someone who’s got a problem, but we have 
got quite a hardcore of followers on Facebook as well that give us quite a lot of input and Twitter etc. We’re 
certainly using the social networking side an awful lot more, because we find if you stand in front of somebody 
with a paper questionnaire they’re like ‘aw what do you want’ (feigns annoyance) whereas its quite easy to go 
back – bang - 20 words on Facebook, and actually it seems more truthful in a way – its just their honest 
feedback at that time.  
 
AP: Its interesting – these are also tools I am thinking of using to collect information from people who have 
attended but going more in depth in terms of their memories, experiences and how it might change the way 
they think about the city. 
 
HT: One of the things that happened in the last few months is that – as I said to you earlier about there being 
an East and a west and the two teams never meet – one of the things we’ve just launched is the Hull 2013, 
which is basically a joint bid between both rugby clubs to host some of the games of the Rugby League world 
cup. Now five years ago people would’ve said ‘if it’s not at Craven Park /KC Stadium then I’m not going’, 
whereas actually more and more people are saying is ‘if its rugby league I’ll go’. Now without any doubt there 
is a love in the city of rugby league – more so than football, and what’s been nice is that as people have come 
together for other events and things have gone really well is they’re wanting more, they’re wanting bigger 
events, they’re wanting things that sit larger on the world stage. They’re not just wanting an event just 
because it’s in Hull and they almost deserve it. They’re saying actually Hull’s a great place to be, let’s bring 
things in. A certainly for the Rugby World Cup – we launched it on our Facebook site and literally within 36 
hours we had 2000 followers. That shows you the depth of what we’re trying to do. 
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AP: You say its divided down rugby league lines. Is there a broader social divide between East and West as 
well?  
HT: Yes. You tend to find that people who are born in the west never move from the west and vice versa. It’s 
funny because even when you see people getting married now, when they’ve come from opposite sides 
there’s really quite a tussle over which side people go. AP: Where does that come from? Traditionally, if you 
lived in the east you were a docker, and you lived in the west you were a fisherman. And some would say that 
dockers were held in a higher regard in terms of social status to a certain extent, others would argue if you 
were a fisherman (the same was true). Its been steeped in that history really. What’s been quite funny is that if 
you look at the city you have the city centre and what you might call the old-style tenement streets and as you 
go out it gets bigger – and both sides have equally built their.. one side its Kirk Ella, West Ella, Swanland and 
the other side you've got Bilton Hetons. So it’s quite funny, but what you find is if people have gone up in 
monetary value or status they just move out that way, they don’t ever cross! (laughs).  
 
AP: Because Sheffield is very different – with the geographical split between wealth and non-wealth 
 
AP: To round off, I wanted to know whether you were excited about seeing the final production of MTC? 
I am. Like I say I’m a southerner who’s come north, and I did struggle when I first came here to find what I felt 
was a cultural experience and Slung Low is probably the first time… Cariboss and that have been great but I 
think this is the first time we’ve really branched into slightly alternative street theatre, and I think there’s a lot 
more to come as well. And that’s what excites me for the planning for this year’s freedom festival where we’re 
trying to extent some of that (street theatre) into Freedom as well. Because it is very different. AP: It’s far 
more than just a street spectacle. HT: Yes. It makes a big big difference, because this city’s primarily been built 
on sport, and there have been the doubters over the years. If I tell you that the first year we did Freedom a lot 
of people wrote to the paper and said ‘I’m a council tax payer what the bloody hell do I want to an arts festival 
for’, to the point at the moment we’re about 4 weeks away from a local election, basically we are Lib Dem at 
the moment and Labour have threatened that if they come in they are going to axe Freedom. And people are 
saying ‘you dare- it’s our money, it’s our right to spend our money as we want to – don’t you dare axe 
Freedom’. And so in three years.. I heard a funny thing one day when I was stood in the queue at the bank and 
there was two young people in front of me  - I don’t know how to describe them without it sounding 
derogatory – but you know, caps backwards, language not very good and everything else. And they were 
talking about the local club which is the Welly – if you’re a teenager in Hull you have to have been to the Welly 
at some point - and they are going on;  ‘are you going to the Welly?’ ‘the Welly’s not cool – Freedom’s cool its 
worth waiting a year for’. And that’s a 15-16 year old kid whose life is going out every Friday night –saying ‘I’m 
not going there any more – I want to go somewhere that’s cool’. And we have groups of young people in Hull – 
we call them ‘Moshers’ goth-type kids, who when we went into Queens Gardens a few years ago they were 
saying (about Freedom) ‘You’re chucking us out of our space’, then two hours later when they came back ; 
‘well we didn’t realise you were doing this’. And this is where the police say that they love it, because there is 
such a social mix of people. And you hear people going around the city – (offering)  a little bit like bribes – ‘well 
I’ll go to the museums quarter if you come over to Caribosse’. But then at the end of the night as its finishing 
the whole family unit’s back together and quite often we’re getting 3 or 4 generations of people stood 
watching the same thing. So that’s been good, but to hear the conservations change as well – rugby and 
football are very much around … quite often calling the ref or whatever else  - just standing there and saying 
‘isn’t this beautiful’ it’s just nice to hear. 
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Alan Lane, Slung Low Creative Director 
8th April 2011 - Hull City Council Offices, the Fruit Market, Hull 
Adam Park: The first question is going to be a general one about Hull; what were your first impressions of the 
city? Had you been here before? 
Alan Lane: No I hadn’t been here before, and I didn’t want to do the show here, I was going to say it’s a matter 
of public record but its probably quite important that its not. We had this model of presenting something for a 
different city, a city that wasn’t Hull, and as often as is the case it was where the money came from and where 
the opportunities came from, so I agreed to do Hull without ever having visited here (Ok) and I came and the 
show is the journey from the train station to the sea in Hull, and that was my journey too – it gets increasingly 
more and more interesting the further you get away from the train station. And Hull is much nicer than I 
thought it was going to be – I now like it. But its really dead in the night – strikingly very very dead. But its nice. 
AP: So the idea came before the city? 
AL: The model of presenting the work, so something that would be epic. So if you like, all of our pieces can be 
stacked up as a conversation with something, possibly a conversation with how far can you push theatre.  So 
we’d done one that was out and about in the city and that reacted to city landscape or cityscapes I suppose in 
Liverpool but that was made as 7 shows but they all ran concurrently so an audience of 300 would be divided 
up in to 7 groups. So as a production it was quite an undertaking but as an experience for the audience as a 
series of stories they were all quite light – it felt a bit ‘tapas-y’.  So one a night, they lasted 55 minutes, you 
could come back. And one of the things about cities and this sonic walkabout tour that we do is that for me the 
phrasing it was that it was romantic  and epic and grand and magical / magic-real. And all those things we 
achieved in Liverpool but I felt the form of these 7 things meant that what we were doing was creating an 
event that was fun but which story you saw was sort of irrelevant. So the challenge was to try and make 
something that could be so transformative and encompassing you could spend 4 hours in a fiction – be fed, be 
moved, get on transport, all sorts of things and at the end feel that the world cant possibly be the same 
because you have had this experience. And that’s epic and that was the model. And they said you have to do 
that in Hull. 
AP: Who was ‘they’? 
AL: I Move, who were the people who gave the money, from the Cultural Olympiad. Well they didn’t say you 
have to do it in Hull but they said there is an opportunity in Hull and would you like to do it there.  [3.00] And 
my concern,( just knowing without coming here and knowing what I knew about Hull) was could Hull hold and 
epic story, because I think Sheffield, for example, is in many ways very vainglorious; big hills, big nightlines 
(horizon lines), big areas of decay, big areas of renovation – they don’t fix that huge steelworks but they put a 
great big gleaming.. I mean it is a wonderfully vainglorious city and you could do a big vainglorious.. and 
actually Hull did turn out to be in many ways tragic and beautiful, and I think stories are tragic and beautiful. 
AP: And it is sort-of grand in its own way as well. And despairing when you get to the sea – when you get to 
the sea in Liverpool you feel free, when you get to the sea in Hull you feel sad.  [4.00] 
AP: The title of the show mapping the city – mapping is a concept that originates form geography, architecture, 
urbanism – what does it mean to you? What’s your ‘mapping’? 
AL: When I used to drink I could drunk find myself back to anywhere that I had been that sober (I ) never could. 
And that’s because I was following a series of instincts and urges and emotions -and we map environments.  I 
go back to Crookes in Sheffield and I’m 20 again and the place has changed and I was back there a few months 
ago and it has changed but I’m reminded of certain smells and just really the sense of something and that we 
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map our environments like that. I spoke recently about Swiss Cottage tube station to me could be the place 
where I fell in love so for me is the most amazing cathedral of love and just to you its just a shitty tube station. 
And that that’s mapping. Its about time actually - there’s this thing Derren Brown (maybe it wasn’t his but I 
heard it from him) which is you fall. We put a watch on you, the numbers move so fast (moving moving 
moving)- and you go oh right now it is moving so fast I can no longer see the numbers. If we take you to the 
top of the town and throw you off – on the way down, if you look at that watch you would be able to see the 
numbers. You slow down time – its magic – time travel. And therefore the same is true of distance so if Im 
really engaged in something; listening to a great piece of music, if im thinking about something really sad or 
really happy, I can walk many miles and not feel them. But I could also walk from here (Council office) to the 
warehouse and feel every single second. So just as time changes according to our mental state so does 
distance and environment. I love Liverpool actually – Liverpool has been really good to me as a city – as a 
result I tend to I always think its shining – I always think its sunny in Liverpool . Id imagine if you measured the 
amount of sunshine Liverpool and Leeds got it would probably be pretty much the same. AP: Maybe even less 
actually (AL laughs).  AL: And so that’s what I mean by mapping. So that’s what the stories do – they map the 
characters, emotions and also yourself. If you live in Hull and you walk past the BBC building in 2 months time 
and you’ve seen the show – I don’t think youre going to be able to walk past that BBC building without 
remembering the moment when you saw a woman take a swan dive off the top and stop hovering in the air. 
[7.00] 
AP: In terms of the company – why is it important for you to take theatre outdoors? (What is it that drives you 
into the rain, discomfort and lack of mugs!?) 
AL: I think the answer is probably two or three-fold, one of which is purely artistic, so I’ll give that as the first 
one because that’s more interesting. The sheer breadth of image that we can have. In the show that was the 
precursor to this in Liverpool I had at one point a tracking shot that lasted maybe 80 metres. A football pitch is 
80m – its extraordinary. The finale of this (Mapping the City) is when burning lanterns appear and we think 
were being watched by hundreds of people – its just extraordinary – outside of properly funded film you just 
can’t paint those sorts of pictures. So that’s what it frees up – so its this purely artistic thing. I also think that… 
an underground multi-storey  car park [used for ‘They Only Come out at Night’] looks just like an underground 
multi-storey  car park does in fiction, in films, in photographs – it just does. So if Im doing a show about an 
underground multi-storey  car park I could build one but if someone’s already done it for me I may as well just 
get on with it and the good news about that one is it looks like it, smells like it, touches like it and everything. 
But the same is true for a railway station, if you want to throw someone off the top of a building the first thing 
you need to do is have is the top of a building. And so for me the real world is the best replica of the real world 
I know of, so I will drag it into my fiction. It the ‘magic-real’ - the real already exists, Ive got to concentrate on 
the magic part of it. The slightly more mundane aspect of it is that they won’t give me the biggest stages in the 
country - Im  32 from Leeds, and also I want people to see the stories and want people to be moved by the 
stories who come from all walks of life and think there's still a degree to which its difficult to get certain walks 
of life in a theatre building – there’s no such problem getting them in a multi-storey  car park.  So I think 
there’s a combination of the artistic and also the politics of the theatre. 
AP: One of the people I have spoke to was a Q&A with David Hare when he came to Sheffield last month, and 
he said that we would like to keep on taking theatre outside (like he did when he was a student) because of his 
political convictions, but he couldn’t deal with the loss of aesthetic control.  
AL: I worry about the loss of my aesthetic control too (sarcasm).That’s about framing, and also how early on… 
Ive no idea about Mr Hare and he will do what he will, and does it very well… but if you have a railway station 
and you want to do play about a ferry then you’ve picked the wrong place. 
AP: Do you embrace this ‘happenstance’ – things that aren’t in the frame come into the frame? 
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AL: We build it into the fiction as well, the audience always have a bit of role in our plays, so in the army ones 
[Beyond the frontline] we used the fact that.. in the bit in front of the Lowry… we created a fiction that 
allowed for the fact that people would be walking past – not part of the show looking at these people with 
headphones and thinking ‘what you fucking idiots’ (accent) and they played out their own roles – so we said oh 
people will do this but its because of… And also we once had a chorus of young youth theatre people who 
were playing a group of hoodies for us and they were arrested by the police because they were out on the 
streets and the police thought they were real hoodies and the audience were there while they were getting 
arrested and I got congratulated that night in the bar by one of the people who programmed the show  for my 
use of authentic uniforms. So I think there is enough flab in the show for that to happen when there isn’t we 
make sure its behind closed doors so it doesn’t get interrupted. 
AP: You talk about your use of headphones – it seems to be quite a big thing and part of your aesthetic - its on 
your flyers. Obviously it overcomes one big issue which is sound levels, but are you interested in exploring other 
forms of mobile technology? 
AL: The form of broadcast into the ears has been an ongoing development for us we’ve tried literally every 
form of doing it, and in terms of mobile technology but as in mobile –we get through so many car batteries you 
have no idea. AP: Im thinking about in terms of audience engagement . AL: There's two forms of shows that we 
make one of which is these big epic ones and then things like ‘Knowledge Emporium’ and our other smaller 
shows that engage directly with an audience. Yes there is a degree but not in these big models of epic, I think 
its in our other work we do. 
AP: So to pick up on something we touched upon earlier – the wider participation of people who wouldn’t 
normally go into a theatre – do think that could be pushed further? You still have to go and buy a ticket from 
Hull Truck which costs £10. 
AL: Yeah. But I think we have different types of audience so yes that’s no definitely true and there's a degree 
to which that’s the nature of where we get our money from those are the…. But for example in Salford there 
were people who came just to partake in the installation which was having 150 soldiers with guns and massive 
explosions and army trucks and they would come and they would engage with us. And that engagement would 
be both fictional as in they would come and play the game and talk to the soldiers and produce these identity 
cards for them – adults I mean – but they would also come and talk to me and say ‘what are you doing’ so, 
they wouldn’t come we offered them tickets. There were lots of different people but there was one family in 
particular who kept coming back and they didn’t want to see the show they must have heard that show three 
or four times from me and so that’s interesting in terms of documentation. In London in the Almeida is a very 
posh theatre and we were brought in as a bit of rough - I have no problem with that at all – but the area that 
we were touring around would go through a very affluent area and then a very very not-affluent area and 
there was this moment when we made a solar system out of lamps and a basketball court that the audience 
looked at and they listened to their headphones and every night lots and lots of people would come out onto 
their doorstep and watch the audience watch this solar system and we dropped a note round to the houses 
telling them the FM frequency the could listen to the show – and none of them did – they weren’t interested. 
They were interested in this, and they liked it and they were more than happy. Very rarely did we get any 
aggression. We turn up with our caravan, our dog, and our wood-burner and people tend to talk to us. AP:  It 
seems almost putting your audience in a performative-type role. AL: Absolutely. They are performing and the 
same questions are always asked by our funders who then insist we charge tickets and have a box office but 
how is this accessible? Before we charge £15 for it - how is this accessible? And you go ‘it will happen in Hull all 
sorts of things its not ‘flash-mob-y’ but it has the same sentiment as a flash-mob, which is; on the way home in 
3 weeks time someone going home will see a tricycle going down the street with two people sat on the back 
drinking whiskey being followed by probably me in a set of headphones and it be a little thing that will light up 
his day in some way. We did a show called ‘Time at Moghul Gardens’ it was in a park and it lasted 8 hours, on 
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the one hand it can genuinely be described as an experimental experiential durational piece of fractured 
narrative combining sort-of very abstract high-end dance with very pretentious photographic exhibitions and 
storytelling. On the other hand it was two blokes in suits and a bird in a white dress dancing round on a sign 
telling people what they were doing and telling stories and because we didn’t use any of those words 
(fractured narrative etc), it just happened in a park and it was free it was huge - thousands of people stayed – 
some for 5 minutes some for 8 hours and it was a difficult hard show the story was back and forth and it was 
about children dying and it was a family environment and it was not in any way ‘ITV 3pm on a Saturday’. But 
because it wasn’t called ‘difficult’ people read it fine. I was reminded by something I heard a couple of days 
ago by Bertold Brecht – something about people watching football (Im not a big Brecht fan) how a person can 
intuitively understand excellence in football; why something doesn’t work, structure, formation, cheating, a 
sense of fairness and something done well, all these things – can’t play football but he can read it and I think 
something happened in the arts where that argument has shifted slightly ‘we don’t like opera’ – well all that 
flash-mob stuff that fucking mobile phone company tell us we do like opera - we like it fine. We don’t like 
thinking that we are wankers- that’s different. And I think that we do high-end arts fine. I was in Germany last 
week for a conference and saw a piece of ‘Yelanie’ which is the most abstract difficult writing Ive ever seen in 
my life but it was about a story that happened in the city 18 months ago in Koln and it was packed in a way 
that no theatre piece would ever be here. On the one hand it was the highest of high arts on the other hand it 
was a story about the city and it was a piece of community theatre - it was both those things at once. And I 
think we divide them up a little bit. Partly being outside, partly the ‘city’ part of mapping the city is an attempt 
at…. notwithstanding I hear the ‘yes but its £10 and you still have to go to Hull Truck’. And I don’t really know 
what to do about that in a formal, official way-  I know that there are plenty of people who see our shows and 
often end up with headphones who don’t necessarily go through that process – but that’s because were 
operating in a city, in a real landscape, but we’re also operating in a formal model which is who pays and who 
funds it. 
AP: How are you approaching the documentation of this show? 
AL: We have invested more money than we would normally in a photographer to document extensively 
because this is a really big deal for us and it won’t  be seen by many people and we’re not sure if it has the 
capabilities to tour. So we’ll do that more heavily than we would normally and we’re going to make this book 
which is a combination of text and photographs and that will be quite simple. 
 
AP: And finally are you nervous about who it’s going to be received by Hull? 
AL: No not yet, I will be when it starts to form I think. Not really by Hull I don’t contrive to… we’ve worked in 
almost every city in this country and people are different in the way that.. but they’re still human. I don’t think 
there's people that are all of a sudden going to love experimental theatre or hate it any more or less than 
Liverpool, so no I don’t think so. Im worried about doing the shows justice – because I think if I can do the 
plays justice then the people are going to enjoy it. 
 
AP: You had the script (with the three stages) before you came here? 
AL: No we brought the writers here and they spent a lot of time on site and then they went away and wrote 
and came back and we looked at the text in relation to the space and did it again. So the idea or model existed 
– a show existed called ‘mapping the city’ and they said ‘well what happens in that show’ and we said ‘we 
don’t know yet – give us the money and we’ll find out, we’ll do it in Sheffield’ and they said ‘do it in Hull’ so we 
said give us the money and we’ll go to Hull. In very simple terms. And then we wrote the play – completely 
specific not just for Hull or the idea of Hull but literally for these streets. AP: And when you say they came here 
and that generated the script – were they talking to people or just musing in the harbour? AL: We came here 
and walked a lot and there were some things I wanted to do and wanted to provoke them into doing in terms 
of large pictures. I wanted to make sure it didn’t become pastoral or it didn’t become domestic that it 
remained epic and magic-real. So we spent a long time wandering around reading the walls; ‘look - this person 
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lived here’ and that sort of thing. None of that made it directly into the show but it (indirectly) did when you 
see it – ‘that’s why we’re doing a show about boats’ or ‘that’s why we’re doing a show about buses’. 
 
Documentation methods (notes of a further conversation following the recorded interview) 
Slung Low used to document in the form of ‘cut-down’ promo videos – but these proved to be incredibly time-
consuming and only had a use for marketing – to persuade people to fund the next piece of work. If 
documentation is disconnected from the performance it becomes something else – a marketing tool. 
 
‘True’ documentation should exist within the reality of the performance. For example, in ‘They only come out at 
night’ the script was written as a ‘diagetic’ graphic novel which was used to directly create the performance. 
This graphic novel was then referred to during the performance (as a prop) and also available as a document or 
‘artefact’ that the audience could purchase. Artefacts were also used for the performance ‘Helium’, where a 
copy of the play prose (addressed to the recipient) was attached as a pamphlet to a helium balloon (a recurring 
motif in the play?). Instructions were included on the pamphlet to pass it on to someone who hadn’t seen the 
play. 
 
Relatively few people will see the play in Hull (25/30 people per show, running for 5 nights), so the company are 
documenting using a book (and ebook with hyperlinks and sound?),  as well as commissioning a photographer 
to spend time capturing the process and live shows (photography is common but will be used to an even 
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Laura Clark, Slung Low Producer 
8th April 2011 - Hull City Council Offices, the Fruit Market, Hull 
Adam Park: What were your impressions of Hull? Had you been before? 
Laura Clark: I hadn’t before the project- I’d never been to Hull before and I've probably been here at least a 
dozen times now for various meetings and things and we’re into our first week of actually being here but its 
probably more than a dozen times. When I first got here, before I saw the water and the sea and everything I 
thought ‘oh its kind of like a normal city centre, maybe a smaller kind-of city’. I thought there was some 
beautiful buildings though, but when we started to explore further down towards the sea and round the 
fruitmarket you stumble across lots of little alleyways and things that take you out to places and then lovely 
little buildings that look like they’re hundreds of years old. I mean, its quite a unique city to be on the edge like 
that- on the water. Its not somewhere that you actually… you know like Manchester you pass through to go 
North or whatever – Hull you actually have to be coming to Hull to go to Hull.. AP: Yeah I’d never been here LC: 
It’s a city on the edge isn’t it. 
AP: And Alan told me a bit but I wanted to get your perspective on how you first came to work here-  
LC: Oh why the company came to work in Hull - not why I came to work at the company – that’s a really long 
story!  So we’d been commissioned by IMove which is one of the cultural Olympiad organisations- they’ve got 
them in each region and they’ve been set up, they’re linked in with Arts Council and Legacy Trust so the way 
they’re working in Yorkshire is they’re doing a curated programme so we put forward an idea that we wanted 
to do this idea of ‘mapping the city’ at that point it wasn’t written it was more the model that we wanted to 
work from and the model working in the city is something we’ve been developing over a number of years and 
this is something that we wanted to do.  At the time we didn’t have a specific location in mind, but because 
we’re part of curated programme obviously they’ve got things happening in all different cities and areas across 
the region. So they said to us would we look at Hull as an option, which we did do, and we came to Hull and 
thought ‘yeah this would work here’ spent a few days researching , then got writers to come over see what 
kind of ideas it sparked within them as well, and so it wasn’t our decision to come to Hull but it was one that 
we mutually agreed we could do this project here. Does that answer your question?  AP: Yes, definitely 
AP: You said it could be any city? LC: The model could be any city - this is for Hull. AP: But are there certain 
cities that you would like to work in – is it something about being in the North, a certain size or something? 
(sorry its not a very clearly worded question). LC: No its interesting because what you're asking is what is the 
ideal city for us or something like that. AP: Yes. We would never rule anywhere out -its actually one of the 
most interesting things – going to a city and making the idea work there. A lot of people get - especially when 
it comes to the practical side of things – and the licensing what route we’re going to go and who you're going 
to take and people get really het up about that but a lot of that until we get here, until the scripts are written, 
its really difficult for us to say ‘well this would be our ideal’ because we work with the city, and I think some 
people find it quite difficult to grasp that concept but actually we work with what’s there and what we’ve got 
and that’s interesting part of it and that’s the magic of it as well.  
AP: Leading on from that – when you get to a place how would you go about finding the right sites – the site 
where you can operate? 
LC: There's a lot of practical considerations – so actually if you think about it you have a script, and the writer 
may come on their visits, and they have a notion in their mind, you know when you have a memory of 
something ‘oh that train station’s next to that fountain which is next to that…’. But practically for the audience 
we have to work out with the script how we can get from A-B, so when we’re here we pace it out, we time it, 
we see what’s going to happen and then we respond to what’s around about. So if we get to a certain point in 
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the script and we think we need a 2nd hand shop, an empty shop or something  we tweak it so that the script 
works and then also if we start one route – in Liverpool we had seven shows going out at once – so we had to 
make sure those routes don’t clash. So its literally being on the streets and the pavement and walkabout and 
see what works. And not eberybody wants to work with you – so you find the perfect building, perfect location 
and the person might say no we don’t want you to come here and do that. AP: How easy is it to persuade 
people to open up and let you organise such an epic outdoor theatre event? The council have been really really 
positive and really supportive, Visit Hull and E-Chaucer have been very positive and supportive as well, the 
company that weve got the warehouse from – sometimes people are really enthusiastic about wanting to 
help, wanting to be involved – Oxfam have donated books to us – and then it can be quite tricky when 
commercial or private businesses which are quite wary about what we’re doing – and when we actually want 
access into a building to put performers in there so people are passing and seeing stuff - people get a bit 
nervous because they’re uncertain or unsure about this kind of work really – they're not used to it. So we do 
get a mixed response. 8:00 
AP: As well as walking around, how do you test how you are going to deal with the audience? 
LC: If you actually think of the group (audience) we are working with, they’ll be about 25 strong, and we (Slung 
Low) have got a group of 35, so in terms of testing it out on this site we have enough bodies to do that. And 
then we also have a tech, a dress (rehearsal), and then a preview with people who are an audience but they’re 
also aware that they’re coming to a preview and that there might not be as smooth as it will be in the actual 
performance. But then also we’ve got the experience of having done these things before using a similar model 
so we know how audiences will move and react, and there’s always someone who’s a lot slower, some people 
can’t walk as fast, and you have to accommodate all those things so it’s part experience and then we physically 
try it out in the location.  
AP: What are the biggest technical challenges or problems that you have to deal with on the day of the 
performance? 
LC: It’s about timings, and placing things – so as an audience are moving certain things have to appear and 
disappear at certain points so physically the bodies and the people getting the timing right – and if something 
holds up or something happens – for instance the van is towing the caravan somewhere if it got stuck or 
something it has a knock-on effect on everything else so it’s more about the timings and people to put things 
in the places. It’s not so much the actor and the audience because theyre constantly moving its about 
everything that’s happening round about it that needs to go here and here especially when we were doing 
seven shows and setting stuff all over the city – we’ve had the situation where we’ve set stuff and someone’s 
nicked it – that kind of thing happens as well. 
AP: And how do you control all of that – a master time-line?    
LC: Yeah its a schedule – who needs to be where. AP: Down to the seconds and the minutes? LC: Yes. And 
that’s  why we practice it and you’ll see it’s interesting to see what happens behind the scenes – you’ll see 
someone running in a lobster costume and then the next minute they’ll be setting something somewhere else. 
Its quite complex and everybody is relying on everybody else to put that thing in place, do that key thing at 
that key time. 
AP: Its interesting that all this happens for the benefit of this relatively small audience, and also that in a 
conventional theatre it all happens backstage – so no one else sees the man in the lobster costume running. 
LC: Yes – and someone jumping from a building and that kind of thing – so there's a lot more people than the 
audience that interact with it, and likewise the audience often think that members of the public are part of it – 
they’ll say afterwards ‘wow that was amazing that guy turned up at the right time with those dogs’ and we’re 
thinking  ‘we don’t know anything about a guy with dogs!’. So there’s quite a lot of that going on.  
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AP: There's quite a bit of debate at the moment about documenting – what should be produced as a document 
of performance. How do you view the documentation of performances? And how do you do it? 
LC: For us the records and things that we have are normally visuals – we always commission a photographer 
that comes in for a couple of rehearsal days with us and then performances as well as an actual record and 
documentation in that sense. And there's usually artefacts that are associated with productions that we do, for 
example’ They only come at night’ there was the whole online world and then wealso had a graphic novel that 
was produced as well so although it’s not documenting the performance as such, it’s documenting the piece 
and the process as well. We do tend to try and put in a point where the audience can feedback as well – in 
‘Small worlds’ we had postcards for the audience to write down their thoughts, and for ‘They only come at 
night’ we had a guestbook because people were being taken on a tour – so it was as if you were filling in the 
tour book at the end. ‘Beyond the frontline’ we actually had a big truck at the end that was set up with all 
these tables and postcards and people could write to the soldiers themselves and then we sent all those 
postcards out to the soldiers – so those kind of things although they’re not necessarily… I mean there’s the 
traditional things- we have flyer, we have a programme we have those things but we always think its 
important to document visually the process that we go through. 
AP: Just really to finish off- I wanted to ask how you’re how you’re feeling about it? Are you nervous about 
anything? 
LC: (laughs) It will all be fine, that’s what I always say. Because it’s new, until all the company gets here, and all 
the actors and we’ve seen it all work together there’s always an element of nerves. Actually I always feel until 
the audience is there, until the audience come in. It’s step by step- its us arriving (the company and creative 
team) then you think- we’re getting on with it, then all the actors and performers arriving and the community 
group coming. So it’s in stages, but I won’t relax until we have an audience and until we’re at the end of it 





Part 1: William, after Sarah (written by Jenny Worton Part 2: Where it all goes (written by Matthew David Scott Part 3: Time and the City (written by James Phillips)
Mapping the City was a significant event for Hull as well as a huge undertaking for the company Slung Low, who pieced together
three interwoven stories using the streets and warehouses of the city. Over the coming weeks this research project will be sifting
through fragments, artefacts, and memories of the show - to try and better understand how 'Mapping the City' might have changed
the way we think about the places and spaces used in the performance.
If you would prefer to contact the research team directly using email, please do so using: recite@shef.ac.uk
Adam Park, School of Architecture, University of Sheffield
Your Name:
E-mail (optional):
What was your involvement in Mapping the City? (drop-down menu of options)  
Where did you come from to be involved? (please enter first part of home postcode only, eg: HU1) 
If you were a member of the audience member, how did you hear about the show?  (drop-down menu of options)   
How well would you say you know Hull before being involved in Mapping the City? (drop-down menu of options) 
What were your most memorable moments of the performance(s)? (open response)
Did the performance(s) affect the way in which you looked at the city?  Yes  No  Not sure
If yes, can you describe this? (open response)
Finally, please leave any general comments relating to the three parts of the performance. These might relate to a specific moment
or place in the performance, or simply how it made you feel to be involved in the event. (open response)
(Audience - ticket, audience - invited guest, crew / production, performer) 
Very well - I've lived or worked here, Quite well - I've visited Hull many times before, 
Not very well - I've visited Hull a few times before, Not at all - This was the first time I have been to the city
Professional involvement (eg. reviewing), A friend in the cast / crew, advertised at Hull Truck Theatre, Flyer, Word of mouth, Other
(directed respondents to page thanking them for their response and providing further details about the research)
Note: this questionnaire was optimised for the RECITE website in May 2011, and has been reproduced for this appendix with a different layout 
and additional explanatory notes.
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 Sample of notes and sketches made during the initial engagement with Slung Low in the development phase 
of Mapping the City (April 2011). 
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Sample of notes and sketches made during the preview night performance of Mapping the City (May 2011). 
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Britt Jurgensen, Director of the Anfield Home Tour  
5th February 2013 – Homebaked Bakery  Anfield, Liverpool 
Adam Park: Im interested in how people can participate or ‘act’ in the regeneration process. My research is 
suggesting that participation might start by knowing a place, and how artists and performances can connect 
people with local stories. I have been on the tour and read the notes, but wondered how you reflect on it now 
that the Biennial has finished - both as a piece of theatre and a community project? 
Britt Jurgensen: It’s very difficult for me to separate the actual tour from this (the bakery project) – the reason 
I made the tour was my involvement in this, so I might have to… AP: No that’s fine I understand that they sit 
together. BJ: As a theatre-maker, or in my position as an artist I am very pleased with that piece, and also very 
pleased with it retrospectively, because I think we had an aim to give people a clearer understanding of the 
context – people that were coming from outside, and also the necessity of this (the bakery) and I think we 
managed to do that and to a certain degree kick-started a process of people knowing about it, hearing about 
it, hearing the story, talking about it, it being in the newspaper and so on. So that’s one area of it that’s 
probably about visibility, that it quite necessary because I think what I think is happening here is that people 
have no idea so they come here maybe to the match or whatever they know about Anfield and they see these 
rows of houses and they’ve no idea why, and there's often I think an assumption made that “oh well the 
people who live there must have let it go to decay”.  
So that was a really interesting part of it, the other one was that for this project equated a certain amount of… 
there's a lot of visitors coming through, so for us it created a lot of.. together with the Kickstarter (funding 
campaign) which started right afterwards… it’s something that has to do with strengthening the motivation to 
keep on going – it’s hard to keep on going, pride in what we achieved, and also the ability to see something 
with other people’s eyes – so to go “this is actually quite extraordinary” or “this actually matters to more 
people than just us”. But I think you should ask the people involved in it rather than me, but I would presume 
that telling your story – or I've heard from people that were in it, like Sue and Fred, - it was important to be 
able to tell the story so I think that if you want to use the esoteric term ‘healing process’ in being able to talk 
about it - to a certain point and then not – there was also a moment where it was “now its enough of talking 
about it”. [4.25] 
AP: And as a political statement - how do you feel it worked – in terms of provoking a response from politicians, 
people higher up in local decision-making? 
BJ: I think if you saw it as just a piece by itself, that doesn’t lead here (to the bakery) I don’t know if it would do 
a lot. These kind of things always work on a very individual level, so there a couple of people on it – not 
enough - but some people were on it who sit in those positions and who went: “I have never thought about it 
that way around, I have never thought about it from thinking about the people that lived through it” and if 
they thought about it they are being shouted at by people so they are constantly in the position of defending 
themselves and I think what we managed to do with this piece – and Im quite happy about – I don’t think it 
ever was like that (preaching you should do this or that) it was creating the sense that these are people like 
you, they're not that different and they are suffering to a certain degree but also they are not victims. So on an 
individual basis  maybe that might have changed certain things. What I think that it did was created a lot of 
visibility that now makes it a little be more difficult for them to pretend that we’re not there. So if there wasn’t 
any sustainable thing underneath it that is going on it might have not done very much but because it came 
together with this (the bakery) it created for this a sense of “we are here” and it helped that we were very 
successful inside of the ‘prestigious’ Biennial. 
AP: Am I right that you are from Anfield? 
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BJ: I’m not from here but I live here – I've lived here the last 3 years. What this project helped me understand – 
and I think also other people that are in the group – is the importance of narratives, and which narrative to use 
when. I don’t know if you ever saw the Kickstarter narrative? Yes So I wrote that as well, and then Jeff in a way 
performed it in front of the camera. And of course its also the narrative but its told in a different way 
because... so the bakery has a different narrative that’s slightly more cute and slightly more friendly and 
slightly more easy to engage with which is dangerous because everybody now talks about the bakery although 
the most important thing about it is the housing which is also the thing which is much more difficult and also 
for the city much more difficult to accept. And also for us it’s much more complex, much more close to home, 
excuse the pun. People get afraid.  
AP: Perhaps as well it is much more contested by various power structures therefore bringing in criticism or an 
alternative view is more difficult.  
BJ: And I also think that it’s scary to think that your ground, the place that you live in and the fear of that being 
taken away in some way or changed or whatever. It’s easier to talk about bread (laughs). So the narrative is 
very important.  [09.50] 
AP: You mentioned having the intention of raising awareness and bringing these issues to the fore, did you 
speak to people who completed the tour during the biennial and get any feedback that the intention was 
‘achieved’? 
(Asks Fred) When we talked to people who went on the tour – was there a sense that they learnt something 
was has happened here that they didn’t know? (Fred nods). Yes. 
BJ: I think that and also the fact that they didn’t feel they were being preached at. No definitely. I think they 
also went on an emotional journey. (Fred – many people said that). And in making it that’s what we wanted to 
do – we wanted to start off light and invite people in. So that’s the knowledge of making theatre – you know 
you want people to love you first and then you can go quite far. 
AP: That’s where Im quite interested in this ‘method’ or practice; the ability of theatre-makers to be able to do 
that in ways that are perhaps more subtle than in other forms of participation – it can go further than other 
forms of participation. 
BJ: Yes and people also want to be entertained to a certain degree – you want an experience. Going on a bus is 
an experience, if you put something like that together you have to think about the lighter moments – I was 
very specific about who the performer would be. But I didn’t come up with this it was Jeanne’s (van Heeswijk) 
idea to have a tour, and she just said “you just make it”. And Graham (plays Carl the tour guide) made that – it 
needed someone like Graham to make that happen. 
AP: He was incredibly engaging. And I think (at least on the tour that I was on) there were a lot of people who 
were quite shocked that it was a scripted role and that he wasn’t somebody who just came from the project. I 
wondered about that decision – as an artistic decision as much as anything else – how would you respond to 
the idea that some people perhaps felt a little bit ‘cheated’? 
BJ: I think they would (feel a bit cheated), that’s why I wrote the director’s note because I wanted to make sure 
that people know that, so that they don’t find it out in a conversation with people necessarily. I don’t know – I 
do think that in a way it’s quite important because it tells you that everything is… that there is no truth about 
things. This is a particular narrative that we told from a very particular direction. The narrative that the 
regeneration office that you went to this morning tells you is also manipulative and they are also performing – 
they're performing one particular side of things – so we are performing something else. Even Fred (one of the 
residents who featured in the tour) was performing – he chose a very particular story to tell and how to tell 
that. So in a way even though that (Carl being a scripted character) sits a bit uncomfortably, it’s quite 
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important that that’s the case. There's a very practical reason that it would take a lot longer and be a lot more 
complex to work with someone who’s not a performer on holding a performance. It’s fine if they hold their 
own ground and I love working with people who do that because they can and everybody can – it’s quite 
interesting to see people’s qualities and how they also get into that – but to hold an entire thing together in 
terms of responsibility; of always being there, of being there with me writing it, it means that if I had to explain 
all the rules of theatre-making to someone it would have been much more complex and we didn't have 
enough time for that. [15.20 
AP: With people like Fred and some of the other storytellers, did recruitment just happen through the bakery? 
how did you go about finding people who were willing to tell their stories?   
BJ: I remember Fred at some point… I don’t remember know how it happened – (to Fred) you told me that 
story and I really like that story so I said “I wonder if you would want to”. Of course the people that I engaged 
through the bakery are the people I know the best therefore they’re mostly caring about the project – because 
it’s a lot of time to give, and even though they got – or were offered -  volunteer expenses for their time, it’s 
still a lot of emotional investment that I think people did because they are really embedded in this project. I 
talked to a lot of other people, and therefore I gave a lot of these stories from other people to Graham to tell – 
so he told some of these – passing them on.  
AP: In terms of Graham using the words of others, were they willing for them to be embellished – they knew 
that was part of the process? 
BJ: Yes. And we also passed the writing by the people involved – and asked them if that was ok. Also there is a 
lot of stories that we didn’t use, because they were too personal and I don’t think people can hear it – its 
nearly too much. I think it’s that moment where you have to be careful that people don’t close down because 
they feel that they’re being manipulated by a story that is just a little bit too… Although I’d really like to tell 
that because people fucking died around here because they couldn’t handle leaving – like old people who 
couldn’t handle leaving their house, because they were moved to a different place and didn’t survive it. I don’t 
think you can tell something like that – I couldn’t.  
AP: And having collected all of these stories – one of the metaphors I’m using in my research is about creating 
maps of a place – the regeneration plan or the existing plan tells one story but its written by someone who has 
a certain intention – but this type of performance is a different map. So I’m wondering whether you see that 
‘map’ just existing for those Saturday mornings (the performances during the Biennial) or whether it can be 
read by other people? 
BJ:  We’ve been thinking about how to translate the Anfield Home tour into something that is more of a 
documentation and as it is with theatre and live experience is very difficult to do that – you can’t just film it for 
example. You can read the script – as many people did – but it’s not the same as the experience I think. AP: I 
did feel it was quite generous providing the script on the website. BJ: That’s good.  
I think the next step might become more of an installation-based thing which is still and experience – you can 
only experience it live. Jeanne’s idea at the moment is to translate it into an installation with some of the film 
footage and artefacts – the bricks and so on – that stay from that. But when you say ‘mapping’ – I think about 
that a lot at the moment. I've now started working with Jeanne on a different project and I've listened a lot 
and talked to a lot of people who do this – I was just down at a conference in Brixton about regeneration and 
art – and this mapping process is something that many people are very interested in. It’s a lot of recording 
people’s stories and personal stories and so on which creates a certain amount of visibility and that is great but 
its ‘software’ and I have the feeling that if you don’t dare to go for the hardware which for example I hope this 
(the bakery) can do – then I’m not sure how much that (mapping) will actually do in terms of really reclaiming 
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public space for example, or really changing the way regeneration is done – of really having a say in it. Because 
in telling your story you become a bit more visible but it doesn’t help you have a say in it necessarily. 
AP: This is where my research questions come in –because I agree with you, and I think that a lot of the rhetoric 
that goes with this type of art can talk a lot about community transformation, and I’m interested in (A) does it 
really happen, (B) how can we judge whether it happens and (C) how does it relate to the art practice itself – is 
the success or failure of the artwork dependent on it? And it’s a good point about this idea of recording stories 
and what impact this is having. 
I’m sure it is having an impact – I think we also have to be careful not to overestimate what we can plan ahead. 
There is a tendency in artists to be afraid of attacking things like legislation – what I would call ‘hardware’. Like 
“that’s not our place”, “we shouldn’t go there” or “that’s not really where we belong” I would say “screw 
that!” (laughs). So I would feel very different about this piece if I wasn’t volunteering working on this (the 
bakery). Sure, that’s very clear.  And that’s because here I’m a resident before I’m an artist.  
AP: The bakery is clearly product of lots of different people’s work it’s not a piece of art that you (or Jeanne) 
would stand behind and say “I created this”. BJ:  No it’s definitely not. So think the recording of stories is a 
really important first step, and then there’s ways of thinking about how… I think you should talk to Jeanne. 
… 
BJ: That’s what her work does – I feel that I can learn a lot from her. One thing that’s interesting to me is that 
she’s not afraid of going there (legislation etc.) as well. [24.20] 
AP: And in terms of your theatre-making is there something that leads on from the Home Tour? 
BJ: At the moment I don’t actually work in theatre, I’m not actually that interested. I’m interested in using that 
skill for things that are... things that everybody does at the moment – go over different media – fine artists will 
use performance etc. – I am much more interested in that. And now I’m collaborating with Jeanne on a 
different performance that’s down in Cambridge. AP: Is that also community-based? BJ: Yes. It’s very different, 
but it’s the creation of an event which has a performative element to it.  
AP: I will definitely talk to Jeanne to get her perspective –as an overview. BJ:  It would be really nice if you 
wanted to talk to Sue and Fred for instance because I’d be interested to hear what their… 
AP: In terms of getting audience feedback it was more conversational – immediately afterwards.  
BJ: We never attempted to record anything like surveys or anything like that – also (laughing) I guess because 
you’re likely to do that if you get Arts Council funding. I think I got some emails from people who enjoyed it – I 
can collect them if it helps you and let you see them.  
AP: Yes it might be - and I or you could contact them to see if they would be willing to donate those words. 
There is definitely another question about whether those methods – surveys and things – are even effective – it 
might be that somebody has a feeling about it 6 months down the line, just walking down the street.  
BJ: I think so - or when they walk down this street and go “it looks different now”. That’s what I would always 
hope about site-specific work is that it changes the way you see – it definitely does for me. AP: I don’t think 
you could ever walk down a street that you’d been down with Graham and see it the same way (Britt laughs). 
BJ: But even Graham can’t (see it the same way) – that’s the interesting thing about it – that feeling that by 
doing it he became part of the project – he has an investment in it and so does Debbie (writer) who wasn’t 
originally involved – so they stayed. And Graham has moments where he says “oh my god I do feel like I grew 
up here”. We had friends of his who came who have kwon him for a long time and the entire time through 
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were saying “I couldn’t believe that Graham grew up here” – which he didn’t – he grew up in Birkenhead. That 
confused many people – and him.  
… 
AP: I don’t know if this is actually relevant and you’ve already talked about it in a way – but I wanted to ask 
about any kind of resistance to the story that you were telling. 
BJ: Yes massively so – I that Arena (Housing Association) hates us for example.  They probably hated us before 
that but.. I think that was particularly disconcerting for people (laughs) who are councillors or also Arena was 
the amount of press and also being able to separate that… (but we said) “look come on the tour the 
experience is very different from reading a newspaper article about it”. We don’t have any particular power 
over journalists – I only had one who let me read it (before publishing) – nobody else responded. I think they 
(Arena etc) just got really scared of getting that much bad press – which coincided with Channel 4, and so on, 
which doesn’t have anything to do with us. 
AP: I thought it was interesting talking to Arena – and how they said that nobody understands the detail of 
what’s happening – and its in that absence of information that the tour has been quite successful in generating 
that publicity, because they (Arena and the Council) haven’t really explained the rationale – and they see a lot 
of misunderstanding if what’s happening in the area. 
BJ: Yes there’s an incredible lack of clarity. AP: And even when I was looking today the information on the 
website was dated from 2003 - and since then there has been a fundamental shift in everything – local politics 
and so on. 
It’s really sad to see there’s such a lack of… Nobody ever apologised. The Council will say “it wasn’t us – it was 
another Council before us” but that’s not the point. Or not even apologise but at least admit that this was a 
pretty disastrous mistake in the first place; fine you didn’t mean to but at least can somebody hear that 
(admission). That the resistance that people had to it wasn’t completely… that they weren’t just difficult 
people. Because that it still how people here are portrayed – as difficult. People that stall the process. [33.00] 
AP: My interpretation is that perhaps they downplayed what it might be like to live through the transformation 
– they always talk about what it will be like – in 5, 10, 15 year and time keeps slipping 
BJ: Yes they make it sound like it’s all for the community but it’s not – for me at least. This policy was about 
money – it even said it was about money – it actually calls itself ‘Market Renewal’ for a very particular reason – 
it was about the market and not about the community, and this incredible belief that if the market recovers 
then the community will follow – which I question (laughs). 
AP: And you think that the tour does question that? BJ: Yes it does quite openly question that – however it is in 
no way as extreme as my personal thought about that – we did hold back a lot of things. But we’re not an 
activist group – we’re not here to resist we’re here to invite people to work together in changing something – 
providing a way of doing that, living with and working with something and you need to invite people you can’t 
exclude them. So in a way we can’t even exclude Arena – or I would partly exclude Arena because if we include 
them then lots of other people would not trust us anymore. So I think strategically about that – I don’t want to 
work with LFC too closely – with the supporters but not with the club because people will not trust you. It’s so 
multi-layered, complex and difficult. 
AP: And getting that balance between being an activist or not being seen as an activist is another area of 
interest in this type of arts practice – which can at times be seen as benign or fun – and then at other times has 
the ability to be more challenging.  
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BJ: Yes there's a whole context around this art-making - this was commissioned by the Biennial, the Biennial 
gets funding from the city council. There’s a whole structure of engagement that is important to understand 
and acknowledge – it’s very good that LCC keeps on funding the Biennial event though they criticise them. So 
there’s all sorts of things to look at and that’s a very positive one, and very daring in a way. 
AP: Yes Its important to recognise the context of the Biennial. And its very difficult for this type of art to get off 
the ground just by itself.  
BJ: It’s possible. But by working with an organisation like the Biennial you also challenge them – part of your 
art practice should be to challenge those institutions (Shannon Jackson – the myth of the independent artist).  
A lot of my theatre practice has always been very architectural – so I’m fascinated by space – a lot of the 
practice I do just for me is very physical, based on a thing called Body Weather which is a certain way of 
working with space and environment – and the story that a place tells even without the people in it. I’m really 
interested in that intersection between architecture, urban planning and theatre.  
AP: Like you say there is a large body of people crossing over between those territories, but it tends to be done 
on quite a philosophical or theoretical level. I’m interested in where it becomes grounded – where there is real 
regeneration, real politics and real people – and what happens when you pour this quite reactive ingredient 
(site-specific performance) into that context.  
BJ: I realised working with people from a fine art background for example, people that make theatre know 
about working with a lot of people constantly – which is a skill in itself that you would never know about. It’s a 
big thing. AP: Whereas architects and designers are known for trying to shut it the mess of reality!  
--- 
[Interview interrupted by a woman walking in looking for the bakery – Britt explains how it will be opening as a 
proper bakery in June – and inviting her to their Valentine’s day party. ] 
--- 
AP: One of the things that stands out about this project is how different it was to a typical Biennial project; it 
was long, involved a lot of people. BJ: It’s the first time that they’ve done anything like that. But that’s Jeanne – 
she does what she does and challenges people to do it. For them (the Biennial) they’ve gained a lot from it – 
but its also scary for them. Because you never have a fixed budget – it goes on and on. AP: And it becomes 
merged with community work – to the point where they might question if it is still ‘art’. BJ: Yes I’m sure many 
people do – and Homebaked will at some point be independent. But one thing that Lorrie Peakes (the Biennial 
public art curator) did is be very clear in standing behind this group – if someone questions us she’d say “I’ve 
read it and if anything take it out on me but not on them”. She’s very fair. 
We’ve talked very little about the process of making it – but that might not be in the field of your interest. How 
do we write etc.  
AP: Yes you mentioned in the directors note the importance of driving around and being on site – that’s quite 
interesting, certainly from the perspective of being a practioner of any sort in the urban environment – is that 
something that you would always do on this type of project – spend so much time on site. 
BJ: Yes. And it was interesting that Debbie has never worked with theatre before – she’s a novelist, its very 
interesting that between the three of us – write it. And the pieces that Fred or Sue did were very independent 
in the sense that they knew happened around it. In a way they were the simplest thing about it – they just told 
their story and me or Debbie or together wrote it down, read it back to them but we didn’t change many of 
their words. They didn’t change massively even from the very first time that they told it.   
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Fred Brown, Anfield Home Tour performer (and member of Homebaked)   
5th February 2013 – Homebaked Bakery,  Anfield, Liverpool 
Adam Park: How did you first become involved in the project? 
Fred Brown: I was working as a volunteer up at the local Neighbourhood Council, and they had got involved 
with the ‘2 up 2 down’ project. We came to see what was going on because they were involved in 
regeneration. I had a background interest over the years and in youth work, so I was just interested in keeping 
an eye on what was going on. When the installation happened on Grantham Road as part of the City of Culture 
2010 – it was something that had been created by young people using the bay windows of the empty houses. 
It was on for about 5 nights and I chose to go down just to listen to what people were saying about it… 
…so I kept keeping an eye on what was going on and I heard about the design group of young people who 
meet here (the bakery) and there was a whole process that was going on with that – and I think I’d heard on 
the grapevine that people were talking about it opening up as a bakery again, and that really appealed to me. 
I’d never really used Mitchell’s when it was a bakery but I certainly knew of its existence – I don’t remember 
the cakes so much, but I remember the pies were quite tasty! So I thought “that sounds about right – that’ll do 
for me”. It’s got a community development basis, which I've always been interested in, it’s got an arts basis 
which I’m interested in, it’s got a really interesting premise about remaking something that had decided to 
close down. So there’s a lot of things going on – certainly when I read the stuff to do with the Biennial – 
bringing together the arts, people and place – I thought “that just ticks all three boxes in one”. And the 
potential for it was just amazing. So I came down one winters evening and there was a meeting on – and they 
said “are you coming in” and I said I was interested in being a part of it.  
AP: How many people are involved now? 
FB: At different levels there are probably about 30 I would imagine. There's a hard core of about 10 or 12. I like 
to imagine it’s a baker’s dozen, which wouldn’t be too far wrong! The involvement was then a natural one, 
because people were talking the same or similar languages and there was very much a ‘welcoming in’ of both 
me as an individual and of ideas and a freeing up of space for ideas to be heard was such a good thing – there's 
no hierarchy there. Obviously some people had things like keys to the door and stuff like that – people who 
have been involved for longer. But there's still that space for me to be able to say “can we do this, can we do 
that” or “I’d like to have a go at that”. At the same time that all that new stuff was happening, the group who 
were working on the design process (2Up2Down) were doing a storming job of pulling stuff together - a group 
of young women –who were really keen to do it and they talked about and looked at the space – and worked 
at ideas for managing the space and what might happen. At the same time as being able to bring other people 
in (to bring ideas) about what the design of the space might be. 
AP: In terms of your role in the tour, were you approached by Jeanne and Britt? 
FB: I’d been having just a general conversation – we’d talked about things that were going on in the area. I was 
able to tell that particular story (that was used on the tour) about this particular individual coming down for 
this publicity stunt. It wasn’t long after that Britt asked me if I fancied including it in the tour.  
AP: And you were happy to be a part of it? Yes. Because obviously that’s your house that overlooks the 
demolition – what affect has that had on your everyday life? 
FB:  It’s actually been there form when the whole thing started; obviously I was there when the demolition was 
starting. I mentioned that particular story that was from the second part of the demolition but seeing all the 
houses come down – the ones opposite me - and seeing the new ones go up – so it was on a day-to-day basis. I 
403
Interview with Fred Brown, Anfield Home Tour performer 
really kicked myself almost on a daily basis that I didn’t do time-lapse photography on it – get it going down 
and going up.  But the thing that sticks with me all the time – is from 7 in the morning you’ve got these big 
forklift trucks that carry all of the materials around the site – half past 7 in the morning (whistles to imitate 
reversing beep) the reverse horn goes off – it like your alarm clock. It’s that sort of thing – I was against the 
process happening but it’s been a fascinating process seeing the demolition, and also watching the way that 
the new-builds happen. And interestingly on the tour we were able to watch it on a weekly basis.    
AP: So it was different each week. 
FB: Yes – I think I mentioned on the last of the tours that when we first started the tours there was hardly 
anything – just foundations. And now they're pretty much – they're not occupied yet but they will be fairly 
soon. That was a revelation that just occurred to me. AP: And how did you find it having a conversation with a 
minibus full of strangers? FB: It was really weird because I couldn’t see anybody – it had tinted windows. I 
could see Alan (the driver) and Graham (who plays Carl, the guide) and maybe one other person but I couldn’t 
see anybody else – so there might have been family on there and I wouldn’t have known it! That was odd. We 
wanted to try and keep it so that it was actually from my gate, but sometimes we had to move up and down , 
but we were never more than 10ft away - and the story was valid from wherever it was told from.  
AP: In that re-telling it again and again did you feel that it was still your story at the end? 
FB: Yes – and you know why – the bit about being invited in to see my friend’s wallpaper (Fred’s story also tells 
of the strange intimacy of seeing bedroom wallpaper as the houses were being demolished) – that only 
happened halfway through the tour, because I only realised it was one of the things that happened with the 
demolition was that you got to see everybody’s choice of wallpaper up and down the street. I thought – “that’s 
not right”. That wasn’t there (in the tour) from the very beginning.  
AP: And are you still involved in the bakery?  
FB: Yes. One of the interesting things for me – or will be - is the development of a community land trust. And I 
think that’s a really fascinating, potentially enormous project to be involved in. It doesn’t take anything away 
from the Bakery – there's the potential for showing what this could do as a bakery – but it could also enhance 
the work of the community land trust that looks towards developing community-owned assets in the area. And 
that’s a really strong, powerful response to the negative stuff that’s happened with the regeneration. All the 
stuff that people said “ we’re going to do this, we’re going to do that” it’s been such an opportunity to go 
against all that with a positive note. We’re doing this. We’re doing a community land trust. We’re doing a 
bakery. Certainly as far as the process is concerned - on a national level - just to be able to say “This is the way 
to do it. It will be different where you are but this a way”. And it’s the core things of trust and integrity. It’s a 
good opportunity to enjoy the sense of ridiculousness of what’s going on. 
AP: Did the community land trust pre-exist the Biennial stuff?  
FB: As soon as here (the Bakery) was recognised as being viable, I think the community land trust was starting 
to develop - but nationally there are actually organisations that are there to promote community land trusts. I 
get the feeling they were pretty much about the same time, so at the same time as the 2Up2Down was 
happening, the community land trust was happening…people still call it (the bakery) Mitchell’s and it’s a 100-
year-old tradition – baking here. For me, its almost to say – “we’re going to be baking but in a different way”. 
So it isn’t just about restarting the old ovens but it’s actually going through a whole different building process. 
And I don’t just mean the physical building process but as an organisation. The slogan that we’ve come up with 
“Brick by brick, loaf by loaf we build ourselves” but that’s exactly what the process is. And certainly when you 
look at the idea that you bake bread, and you also bake bricks…I find it personally quite powerful. We have a 
good bit of arguing which is quite healthy – difference of opinion is just a great thing to be happening really, it 
just making sure that people don’t take things that are said against them personally.  
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Jeanne van Heeswijk, Initiator of the Anfield Home Tour (and Homebaked) 
23rd April 2013 - Sheffield School of Architecture, Sheffield 
Adam Park: I’m interested in tools for encouraging or enabling people to act in the processes of regeneration, 
and I’m looking at a particular toolset, which is about performing. I’ve been working with site-specific theatre 
makers, I've worked with a performer in Sheffield whose been doing a tour taking people along the canal, and 
various other types of guided tour with mobile phones and headphones. It’s all about these ‘other ways of 
performing’ that provide a new way of knowing a site. So while I’m interested in the Anfield Home Tour in 
particular, I’m also interested in the context of the project and the way that you described things such as the 
Home Tour as a certain moment that distilled and ‘captured’ the essence of the Anfield project.  
The first question is about how the Home Tour was initiated. Was it a product of the individuals involved or was 
it always your idea to introduce this performance? 
Jeanne van Heeswijk: It was not always the idea, these kinds of things come out of the processes that are 
happening and also learning about the situation. The idea to make a tour really came from this question at 
some point that Homebaked and with that the bakery should be part of the Biennial Festival. We talked a lot 
within the group about the ways that this project is represented, and the way that it’s part of a Biennial 
structure and how to relate to that and audiences that come through that focus of ‘art’ to look at what’s 
happening there. That was happening at the same time as a lot of questioning within the Biennial Board about 
was this project ‘art’. They quite often said “we’re not into housing”, “we’re not into a bakery”, or “we’re not 
into any of that”, I thought it also might be a good moment to actually make a piece about the project  - so to 
turn it around - the project’s not the piece (of art) but to make a piece around the project. Then I started 
looking at what kind of skillsets that we had around the project. At that time I also said that if the project 
would be presented at the Biennial Festival it could only be in a way that the people could present themselves, 
and not me representing them in some form. This self-presentation or self-performing would be very 
important. Coming up with the tour was this idea of a performative narrative.  
AP: And it was a very powerful tool in terms of its affect on somebody who was new to the area. How 
important was it to put a public face on the project – and your projects in general? Is ‘another’ audience 
(beyond the community) always part of your work? 
4:25 
Not in the way we did it at Anfield. This was particularly the case because it was the (right) moment. A lot of 
my projects have moments of performative action, discursive platforms, some kind of play or public moment. 
But for this one it was very much the moment to bridge the idea of a Biennial festival audience. And for me the 
reason why that was so important was also because it was about time that these daily narrative became a 
more ‘grand narrative’. Also for the people to understand that the struggle that they are fighting is actually a 
monumental struggle in itself. This idea of ‘monumental narratives’ are very important in order for 
communities to grasp their situation. So I think the tool worked to create a narrative that they could embody, 
that they could carry. And they needed that in order to understand their position, and in order to understand 
that what they are doing is, for a lot of people, also new and interested. It worked like that and also worked as 
a big moment of publicity, and to publicise oneself is also a very important of learning how to become a citizen 
– how can you tell your personal story but in the light of a more communal narrative - so to publicise yourself 
in relation to others is also quite important for this notion of sustainability.  
Why a tour? Because I always look at what skillsets are available – so Britt (Jurgensen) is a resident but she 
happens to be a theatre-maker who also worked on this more ‘locative’ (site-specific) theatre, and Debbie 
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Morgan who is Liverpool born and bred and just had her first book out, and then a lot of people like Fred 
(Brown) who has his poetry and imagery. These people just exist.  
AP: The way I’m looking at this range of practices is to consider them as ‘opportunistic’ or tactical – that they 
operate within a political or social moment.  
But opportunistic sounds very negative – how do you mean ‘opportunistic’ – using the existing current or 
momentum?   
AP: Momentum certainly – the idea of taking advantage of certain social or political conditions that exist in 
order to turn it around into something positive. A lot of the previous work that I have done with Doina 
(Petrescu) was around the idea of a tactical practice that uses certain conditions in the city to operate… 
JvH: With the tour it was absolutely momentum – what we did to use the Biennial Festival very effectively in 
that sense. Almost all of the newspapers, even the New York Times, it became such a grand narrative to an 
extent that I sometimes even regret it, because it took away some of the energy from some of the struggle 
around the housing. And that had a lot to do not only with the tours, because I think the tours were still a lot 
about the story of the houses and the neighbourhood. And the bakery is part of that too, and we have 
beautiful slogans “brick by brick, loaf by loaf we build ourselves”, “we will rise”, so it became very much about 
the struggle that still needs to be done on the ground.  
AP: But it’s about balancing. JvH: Yes it’s about balancing. Sue Bell Yank, a LA based critic, did this reading of 
the popularity of project in the media, and  she quoted Ultrared , an art and activist group, saying that people 
often perceive themselves through what the media says about them. So it’s very important to work on self-
perception, but that is of course a construction of the world, so you cannot change the world without changing 
the perception – within changing the self-perception of people (in the world), you also change the world. So it 
goes hand in hand. In that sense it (the tour) worked very well, but it almost worked too well, because 
everybody was starting to live that narrative, and it also took away a lot of time and energy from the parts of 
the project that were less ‘ 
[JvH Note: Ultrared also said of socially-engaged work, “It’s not just changing our perception of our world, it’s 
changing the world we perceive.” In fact it must do both: change perception, and the world, for one follows 
the other, Sue Bell Yank in 2Up2down/homebaked and the symbolic Media Narrative] 
AP: That’s kind of the way that Britt described it – she said that the bakery was the ‘cuddly’ face of the project. 
Yes it has a high cuteness factor. And the tour was initially this tool that was supposed to inject humour and 
narrative but then it had this sharp tail. Yes. I wondered how internally the Biennial commissioners responded 
to that publicity. 
JvH: I think the Biennial in general were quite happy with that. We scripted  in criticality – sometimes if you 
work with local stories it can become quite sentimental, so we wanted it to have that critical edge. But we 
always worked closely with people from the Biennial to sit in and look at the script and collectively decide – 
because it should also not just be a rant against local politicians or something like that. Although some local 
politicians took the (media) rumour around it – no local politicians went on the tour but the articles made out 
that we were some sort of radical activists. If you were on the tour you would not describe it as radical 
‘pamphletist’ activism. I think it was an interesting balance between personal stories and even a bit of 
sentiment versus some political themes. And we fact-checked almost everything – so everything in the tour 
was factually right and really happened or was really based on real stories. The only person who was not real 
was the tour guide. Which hardly anybody believed at the end – even himself! But all of the people who he 
referred to as his uncle and aunt and nephews etc. – those stories were real stories.  
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I gathered. The immediate sense afterwards was one of disbelief that this was a scripted character, which 
obviously the director’s note dealt with. But there was still a sense of people (at least those I talked to) of being 
quite upset that he (Carl) didn’t exist. Or he was a construct of many stories.  
 You talked about the meta level media narrative – you as an artist have a process of documenting and re-
representing your work – whether it’s the tour, the bakery, 2Up 2 Down. The cake. How do you do that process 
of documenting this type of complex project – just through writing and photography? 
JvH: These processes have moments of colliding into a format, and that format in itself gets a certain shape. So 
it can be a more theoretical book, or an essay, it can be a tour, a cake, maybe some architectural drawings. 
There are many forms, and I think lecturing is a form of presenting it so that’s how I deal with complex projects 
– piece by piece or thing by thing. We had been filming the tour, hoping that we could create a document from 
that that could be shown on different occasions, but it didn’t work. Partly because it was too documentary, or 
perhaps because it doesn’t work as a film or a single ‘piece’. Now we are thinking about – for instance with the 
2 Up 2 Down project – if I could create something of an exhibition with all of the different artefacts, with an 
audio tour that you could visit like in natural history museums. So you might have two stones, and you get part 
of the story of the stones. So there are things that come out of the process that can be used as artefacts 
almost like an archaeological dig, through which you understand an era of time in a certain location. I’m 
playing with that now as a format to tell the story in other locations because there’s a lot to learn from this 
story. And that should not necessarily always be done through lecturing. But then Britt lectures, some of the 
residents lecture themselves. So there are multiple representations going on and I’m fine with that – it is part 
of the project.  
Some critics have talked about the possible conflict within this idea of ‘multiple authorship’ – I understand that 
you initiate the project and then step back or into a secondary role, allowing other authors or other voices. But 
then at the same time you talked about having the artistic reputation in order to get commissions on your own 
terms – do you see any conflict in that? 
JvH: It’s an ongoing conflict. And I agree we are living in a reputation economy, so it’s hard to escape from 
that. I try to be as fair and honest about it as possible – I always share authorship with people so they can take 
a bit of the pie and run with it – the problem is I cannot escape myself. With the tour the credits are very clear 
– an original idea by me (JVH) to do the tour, the director is Britt, the script is written by these people, these 
are the people who perform it etc. I’m not a theatre director,  I could not make that piece of theatre, neither 
can I write a script.  I can think of this idea – that’s what I bring to the table – then of course this is within ‘my’ 
project, so there are always people that talk about what I as an artist bring to the mix. And when it’s from an 
art perspective they like to talk about that. But I would not claim the tour as a piece of performance by me for 
example; neither would I claim the script as a piece of writing, or the design of the building (by URBED). It’s 
hard to deny being the initiator of it, and that’s the reputational economy. If somebody can tell me how to 
escape it I will be the first one to learn the trick.  
The website with the mapping of actors and authors is another attempt.   
JvH: I even try to change my name at some point! Because my passport says Henrietta Adriana Maria, and my 
calling name is Jeanne. And Jeanne van Heeswjik is almost like a brand now, so maybe my friends should call 
me Henri and Jeanne van Heeswjik is just something that works in this field. They’re all artificial constructs, the 
only thing that you can do is keep saying that these are projects that are multiple-y authored, and if you speak 
to people in the press, that’s why I always say I want to read every interview I give and want  to make it factual 
and check that people are mentioned. It’s quite hard. How can we escape that? 
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I was also interested to hear you talk about the various mechanisms that you set up in your practice around 
paying everyone the same, maintaining ethical controls to make sure that nobody gets exploited. These sorts of 
things are quite often not talked about when discussing socially engaged practice in art or architecture.   
JvH: That’s why I say you have to practice what you preach. So I try to do that the best I can, despite the fact 
that it’s quite hard to escape it. When I won the Curry Stone Award I invested in the bakery, the year before 
when I got the Annenberg award I gave it to the Freehouse Cooperative to work with. These were oeuvre 
prizes, so not prizes you get for one project but for you way of working, but I think it’s most fair to bring that to 
the project that I’m working on most at that moment – to be used for the project. Not to give everybody 10 
euros extra, but to make the money work for the project. These are all mechanisms you can use. But then I 
was talking in a conference with Creative Time (who awarded the Leonore Annenberg Prize) about reputation 
economy – I said “thank you for awarding me that prize but you are part of the disaster for me... of 
reputational economy”. The only thing you can do is keep trying to be ethical about it and self-critical – “am I 
claiming too much for myself?”, “am I giving others enough space?”, “is the organisational structure horizontal 
or getting hierarchical?” But on the other hand it’s about self-expectation, because some people also claim a 
position when they haven’t done that much… 
In that sense do you just live by your ethical code or guidelines? With social practice becoming instrumentalised 
or subsumed into the dominant market economy, is there a way in which more general socially engaged 
practice can stand up to it – other than each person’s own ethical code?  
JvH: In general if we could all be a bit more critical around ways of working and not just highlighting success. In 
taking time to learn about the process and some of the concerns, internal conflicts and some of the failures – 
without going necessarily one way or another. Because the other extreme is somebody complains or that 
there is a spectacle made of it one way or another. To me, something that we should all do is to take the time 
to seriously see what is at play, what is at work, and what can we learn from things that happen – and not 
make a spectacle about failure nor success. That’s the biggest problem, and we all have to take responsibility 
for that. But it’s the same in Anfield, some people put too much pressure on it emotionally, because the 
project is not there to solve their emotional problems. In all of these projects it has to be about learning how 
we can live together, and how we can share a little bit more horizontally or fairly. It doesn’t mean you have to 
become a communist – just share a little bit more fairly and learning how to do that between all of our 
different capacities or skillsets. And for that you have learn from each other and question each other and be 
critical together. And that is also what you have to do as a professional – to make that adequate ‘code of 
conduct’. Although it seems like professional codes in other fields or disciplines are dealing with very different 
subjects to these. 
JvH: I got an email from a friend that said “when the New York Times features first and article on your work 
and then recently a huge feature on socially engaged practices - something is wrong!” (laughs). But then on 
the other hand it’s good that there are more people that see a different way of working required – so it is not 
all negative. How do we then live with it and deal with it – that is very important. I quite often say to the 
people in the bakery, who are sometimes resisting the Biennial, in all these organisations there are also people 
hat believe an alternative is possible – whether these people are in government, on the street, in the Biennial 
structure, in architecture schools – they are everywhere. So it’s also a bit presumptuous to create this us and 
them. So I’m more interested to find those people with whom together we can create things – and creating 
binary oppositions are not fruitful and sometimes hurtful. Why should someone a bit more ‘snotty’ by birth 
genuinely not also want to dedicate his or her time to the bakery – do you have to be deprived,  poor and a 
Scouser in order to be interested in a housing struggle? That’s the other side of it. In our projects you have to 
battle it (balance) from all sides. 
But these processes are so complicated and specific to that site and that moment… 
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JvH: For instance there is a group of people in Liverpool that resent the Biennial as this kind of gentrifier, but 
there’s  also a critical forces within the Biennial that constantly monitors and question this – and so they 
choose to work with an artist of which they know is very critical about it, and that asks them use their forces 
and the possibilities create something different, a small scale alternative.  
The powers that be at the moment are a neo-liberal society in which we are all emerged in one way or 
another. I don not think a position outside of it exist, you can only be within. And if you work within the 
situation then you have dirty hands one way or another. But you can try to resist or refuse. 
That’s an interesting point about not just working within a system but being open and self-critical about that.    
 JvH: And the ties that the project has - make that an object of discussion.  
This is part of the final point I wanted to make about art becoming interlinked with social inquiry – and the 
(Anfield) project is very close to ethnography in a way. If you’re doing social research you have so much focus 
on rigour, methods and outcomes (“what did it mean”) so I wanted to ask whether you reflect on projects in 
this way in terms of the impacts. 
JvH: Not in that sense that you can tick a box. What I mostly look back at is whether it generated a more 
inclusive image of our time and day, I quite often say it’s very flat – see me as a contemporary portrait painter 
or landscape painter. I paint huge portraits in time about groups of people dealing with their life. So I look back 
on it as whether we managed to make a more inclusive image of our society, and a more inclusive narrative of 
place. And then I try to analyse the image that is created.  So I look more at affect than effect you could say. 
But I’m not thinking “did this really change?”, because then you get into the question of “if two houses are 
saved is it successful, it one is saved it’s not successful”, or “If 10 people participated it’s reasonable but if 60 
people participated you're a hero!” Because it’s not about those kinds of outcomes – but if we co-produced an 
image of a possible alternative together - although that’s a temporary construct - it would be amazing. And 
quite often my works never get there – but there might be hints of where you could go and look for it. I find 
myself if I look at my own artistic practice, I’m not a virtuoso – I’m really struggling with the material and 
myself all of the time. I have to work myself through it as well, so that’s also why co-producing is so important 
to me. Working yourself through it with somebody - that learning collectively – is something that I find very 
important. The best I can do is work at it and with it, and hopefully hinting or finding some leads into a 
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Deborah Egan, Initiator of the Port of Sheffield  
16th September 2013 - Sheffield School of Architecture, Sheffield 
[Transcription of collaborative analysis / reflection session]  
Adam Park: Although I've looked at a lot of different types of performance  - theatre, guided walks, audio tours 
– a common characteristic is way that performance is used opportunistically - using performance as a political 
or social response to the gaps in the urban fabric.  
Would you describe the original design for the Golden Frame (the forerunner to the Port of Sheffield) in that 
way? 
Deborah Egan: The Golden Frame was a response to a call from RIBA to re-imagine ‘Forgotten Spaces’ in the 
unused or overlooked areas in the city. In the context of my submission my interest was to re- focus the gaze 
of the onlooker using the convention of a placing large golden drawing frame on a barge.  
The barge would slowly drift along the canal – occasionally stopping allowing the watcher to frame and 
consider a particular view. The concept owed something to both James Turrell and the 18th century drawing 
tool you see in Greenaway’s ‘ The Draughtsman’s Contract’ . 
The critical purpose was that to get people to literally focus, reflect and then take ownership of a landscape by 
investing in  – via their participation –a new or unusual way of viewing it. The Golden Frame was planned as a 
forerunner to The Port of Sheffield Digital Trail, which would take the interaction to the next stage by 
collecting memories and stories from its audience. These could be memories or original creative work 
including writing and music. All were selected to fit with a specific element or terrain.  
People would then hear the audio in situ by listening to the audio file as a sound message geo locatively 
delivered by mobile, or as an MP3 file as they walked through the selected landscape. It wasn’t about pushing 
a particular pre-considered message but rather letting the landscape and people tell their own story. Then 
about elevating that authentic narrative and presenting it as the real view – not one that was determined by 
poor planning or economic failure.  
Hopefully this may allow the participants to acquire confidence and adopt a louder and more determining role 
in the future of their environment or the way things are created or removed around them.  
There are big issues in Sheffield about local environments and buildings  being  flattened and this has 
generated a sense both of loss and lack of control in its communities. Though I am neither an architect or 
planner  , it is clear buildings inherently contain memory and identity, as Louis MacNeice said  in the poem 
‘Relics“ “Obsolete as books in leather bindings Buildings in stone like talkative ghosts continue” . When those 
buildings are gone it is only memory and photography which capture the infrastructure of the past and 
photographs neither laugh nor cry.  
AP: So those were some of the wider ambitions, and then the Golden Frame Project came about through a 
collaboration? 
DE: It wasn’t really a collaboration. The Golden Frame was part of an RIBA competition (Forgotten Spaces 
2011), which offered the opportunity to reimagine the potential or future value of forgotten spaces in the city. 
Because of my own interest and photographic practice in abandoned parts of the city I was already having 
conversations with a creative producer (Andrew Loretto at Sheffield Theatres ) around the possibilities for in-
situ performance in Sheffield .  
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To pre-empt that and consolidate my ideas around it – I entered the RIBA competition. I also discussed the 
entry with Alistair (Norton) from Sheffield Society of Architects, who was also applying for the competition.  
Alistair was very enthusiastic and supportive about the idea of architecture creating different kinds of 
intervention. I had a great conversation with him. Meeting him and discussing the submission offered an 
affirmation of the value of the idea as I was feeling that my idea might be considered off track or off centre but 
Alistair gave me confidence – that mentoring steer. We didn’t take the conversation further than that meeting.  
AP: It’s interesting that you say that the conversation (between architecture and performance) reached a 
certain point and then stopped. Something I’m interested in finding is where these productive meeting points 
might be, because our collaboration came out of some further development of the Port of Sheffield as a live 
performance.  
DE: Well it actually came about because during the RIBA exhibition there were certain elements picked up by 
Sheffield Hallam University, who put on an architectural symposium.  
I was invited alongside Keith Hayman (another shortlisted entrant) to speak at a seminar where the ideas 
behind the entries were discussed and I outlined the ambition for it to move to the further performative 
stages.  We started discussing theatre as another way of exploring forgotten spaces. 
AP: And eventually we arrived at the format of the audio-walk, which was about putting something in place as 
a build-up to the larger-scale live performance. Could you describe the relationship between the two? 
DE: The ambition to create a full-scale live performance is still there, and interestingly Andrew (Loretto) is 
using some of these ideas currently in his work in Wakefield (WORDWALK) at Wakefield Lit Fest as a 
preliminary to the work we intend will engage in next year. Andrew has been using our venue The Blue Shed to 
rehearse and devise this current show working with local actors. .  
When Andrew was working as creative producer at Sheffield Theatres he came from a background of 
producing site-specific theatre – from Chol Theatre and the National Student Drama Festival - which nobody 
else in the organisation had and that’s how we began working together.  
It was also part of Sheffield Theatres’ ambition to make themselves more visible within the city and to engage 
more broadly with a ‘citizen’s theatre’ approach– an idea that goes back to the 1920s and 30s.  
But that is something Andrew revived and had success with in his professional practice, particularly in ‘20 Tiny 
Plays About Sheffield’, which came out of some of the principles of the Port of Sheffield but in a creative 
writing driven environment and in a formal theatre environment on-stage.  
What we were aspiring to do was get the performance out of the building and into a more publicly-visible 
accessible environment, because the problem with performances in theatres is – and this is generally accepted 
audience engagement theory – that they are locked down, and that people are intimidated or economically 
restricted from attending, plus there are themes that people don’t necessarily recognise or find meaningful 
within their lives.  
So there is an economic and an intellectual divide in many formal theatrical environments.  
We were aspiring to take the work we are facilitating and put it back in a accessible environment. Our 
performance work is slated now to 2014 (to tie into the funding opportunities associated with the Tour de 
France stage).  
The original idea was to put together a series of short performances along the canal that would bring to life 
some of the stories that have been collected during the Port of Sheffield audio walk collection.  
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We also had money from the Arts Council to employ consultants for production and engagement.   As a result 
of that we narrowed performance areas down to three points along the canal that would be suitable for 
gathering larger audiences.  
Our original idea was to dot tint performative elements along the canal but because of the restrictions in terms 
of health and safety, the water and the lack of sites for audiences of more than 5 or 6 people we decided 
against the smaller elements.  We also decided that this might potentially make it dangerous for small 
children. So we fixed on three points (The Canal Basin, the mooring point behind Don Valley Stadium and the 
former Tinsley Wire site ( near Tinsley Locks and Marina). 
AP: It’s interesting to relate those ideas to some of the other work I've looked at – where there often appears to 
be a conflict between taking people to really interesting sites and this unique experience and limiting it to a 
handful of people – and doing something transformative for a whole community or region. And high-brow vs 
low-brow playing out as part of that. 
DE: Yes If you look at the National Theatre of Wales’ Passion (at Port Talbot) – they had around 200 people 
when played the first Act, but by the time they came to the final act there were 20,000 people in the audience 
. So looking at the experience of other performances of this nature we thought it was better – for lots of 
reasons -to have an opportunity for it to be as visible as possible.  
AP: The audio-walk or digital trail trail is slightly different in terms of the way it operates (individual, open-
ended, etc.) in my research I am suggesting that the trail works as an open-ended map of the Don Valley that 
mixing history and personal stories. Do you recognise it as working in that way? 
DE: The most exciting part of it – and my opinion is tinged with political bias – is that it is a map of the area but 
one that is not driven by economics or capital. There are parallels with the way that you might define history – 
its not the history of kings and queens but rather that of  the people who occupy the landscape.  
So what makes it exciting is that – in a different kind of way - it is reclaiming that map. Its far more interesting 
for me to have a map based on the stories of the people that have spent their lives engaging with a place than 
a plan of Forgemasters and also its not what people expect. We are mired in expectation!  
This product forms  a new means of interactive education built from people’s voices and reflections of a place 
– yet allowing the listener to upload their own contribution .  
We found that if put in too much ‘objective’ historical content that’s not personal leaves people cold –they 
don’t like it or find it particularly interesting- they’d rather hear a story about somebody or a piece of music or 
even a piece of poetry – that’s more to do with a sentient relationship with that landscape. 
AP: Absolutely – even in the small design decisions when we were making it there was lots of things about how 
to describe and represent the walk. And it has all these crossovers with the type of official historical history 
trails or tourist maps of an area – and I think we were very much trying to something else.  
I’m also interested in projects that are built around participation – encouraging people to participate in 
performance as contributors, collaborators, as active participants or listeners.  In both this and the larger site-
specific performance what do you see as the biggest challenges in bringing communities in as participants? 
DE: We have to foster ownership and engagement this should inherent in all work of this kind - rather than 
conforming to the community engagement models of just zooming in, doing something and running off again. 
There should be sustainability and a prolonged opportunity to contribute. 
I have a personal conflict about it - because I’m aware that what we have done and continue to do (the audio 
trail) is the best we can in the sense of participation – but it’s not perfect.  
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Ideally, participation and interactive contribution should be a thread that runs through a lot of projects and 
programmes – and not least in education of young children. There are lots of examples of bad practice in 
community engagement – which I wouldn’t want us to be guilty of. 
In terms of engaging people to participate in the in situ performance –the model we are using  is initially 
writers’ workshops (used in the Wakefield project) – working with a group of local actors and writers – the 
actors drawn through an auditioning process, and aimed to include the  full range of ages and acting 
experience.  
We also have the text from the collecting experience - recordings from the Port of Sheffield audio trail to add 
to this new creative writing.  
We will also approach recognised Sheffield-based artists and grassroots community organisations – brass 
bands, local dance groups who will devise or improvise thematic sections. We will also work with a writer 
editor who will bring this all together, very much in the method of amalgamation of  ‘Twenty Tiny Plays about 
Sheffield ‘. 
AP: So tapping into existing networks. 
The issue is asking at what level do people want to contribute. Nobody wants to get into the type of situation 
that I took part in 3 weeks ago – at a Punchdrunk show at Waterloo. It can feel a quite compromising and very 
uncomfortable position to be in, particularly for people who might be non-‘theatre literate’. Participation can 
be inappropriate and potentially bullying.  
That’s not what we want, but we would like to have a range of levels at which people can enter the process in 
order to find a place where they are comfortable  – it might just be leaving your story and knowing that that’s 
been contributed . 
AP: It was interesting how reticent people were during collection for the audio trail – when they thought it was 
a very formal thing and they were going to be judged on the quality of the story etc. But when you spent more 
time with them and they realised that we were not looking for some ‘official record’ they were more than 
happy to tell you stories about their mum’s house etc.  
DE: People did warm to the subject – there were some amazing stories.  
AP: So we had 20 detailed responses and I wanted to share those and compare my analysis with what you felt 
about the response. My initial analysis groups this into 3 categories for closed questions: Memorable stories 
(Pete Jordan, Deborah Pullen, Full Monty, Jessica Ennis, technical issues (app, environment, other design), and 
improvements to the canal (towpath, bins, signage, regeneration). 
The Pete Jordan story emerged as a commonly cited as most memorable – perhaps due to the element of 
surprise.  
DE: If we were to get into an analysis of successful storytelling  - the amazing thing about the Pete Jordan story 
is that it is part of a tradition of storytelling that has a clear entrance, central event, denouement and 
postscript – which obeys classic formal lines that you might find in the retelling of a Greek myth. The issue is 
that somebody like Pete will have told that story to his mates in the community pub many times, so it has 
become polished and honed in its retelling.  
Pete Jordan is the equivalent of an elegiac bard – telling a human story which is very funny, naïve, very 
revealing with many subplots off from the central story (the drunk man is a Polish immigrant).  
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Pete Jordan is Harold Pinter – ( but he’s a water bailiff who works on the canal and nobody have ever told him 
that he’s Harold Pinter!)  And the reason that it’s so successful is that he’s part of a long tradition of male-to-
male storytelling. He knows that story and its structure but it hasn’t been intellectualised – it’s perfect. 
AP: The Deborah Pullen story also stood out for me and other respondents – perhaps because of childhood and 
nostalgia, and some of the traditions of the factory workers without doing a typical history.   
DE: It’s also refreshing because it’s a female voice. And one of the other reasons people find it attractive is 
because as a girl coming from that background – she is behaving in a way that a boy would behave, and she 
doesn’t see any kind of division.  
We hear her telling here of hurling herself in to the canal and swimming in the filthy water and of course its 
even more interesting because it’s not a very girlish thing to do. Within her storytelling she also adopts the 
characters of the people – the massive scream when she mimicks her mother finding large frogs in the bath for 
example! 
AP: I also looked at the more open-ended responses- and tried to create theme some of  the issues that lie 
behind the trail. The first of these was ‘History & future’, which looked at the way that the trail was perceived 
as a straightforward learning tool, but responses also highlighted more than that - the complex nature of the 
space; dereliction alongside traces of the past as still alive, and the ‘new’ identity of the canal as a green oasis. 
This perhaps taps into some of the things that you were saying before... 
DE: There’s an ugly phrase that’s suddenly been generated – and was thrown back at me in a recent exchange 
with a large cultural institution – which is about Sheffield’s ‘Industrial Romanticism’.  
I find that term makes my stomach curdle because it’s a commodification of those valuable experiences and 
the emotional importance of what we have collected.  The need to tag and measure is a very British academic 
trait and in describing them that locks them down. 
 Some things should just be left for people to have free creative association with –to be allowed to physically 
engage with as in walking through a landscape and just looking and reflecting. The experiences don’t need 
compartmentalising that only restricts what’s allowed in and out of that space by its over definition for 
example if as a painter you could be Glaswegian but weren’t a colourist you couldn’t be part of the Glasgow 
School , literary and Art history are littered with examples.   
What has been refreshing during our conversations with contributors , collecting and recording, has been 
finding is a positive embracing of change – not seeing industrial dereliction as a terrible thing but imbuing it 
with a sense of positivity around it as a phase of adjustment and the final stage the reclaiming back of the 
terrain from industry by nature. 
AP: And it was my reading that the format of the trail was open enough to allow space for mixed readings – the 
sadness of dereliction alongside the positivity of it as a green oasis (dialectical change) 
The second theme centred around what I’m calling a ‘Remapping effect’ - the canal as an (unexpected) new 
experience – this discovery challenged preconceptions of the area and participant’s existing personal 
geography of Sheffield – if this other place or possibility exists that they didn’t know about (despite living here 
for many years) may be other places and possibilities also exist? 
DE: This is also very much the Blue Loop’s agenda they focus on the ‘ and from the strong shall come forth the 
sweet’ from an environmental perspective  . The process encourages us all to explore the hidden corners there 
is an inexhaustible supply of unexpected pleasure!”  
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AP: Finally, the spatial experience – the walk as creating an ‘embodied space’ where participants felt that they 
‘met’ other people (even though these were prerecorded). The experience had the effect of slowing people 
down and ‘opening their eyes’ to their surroundings. There were mixed reports about the way that the audio 
shut out surrounding people and sound – some enjoyed the way that it actually sparked conversations.   
The writer Richard Hulford’s remarks stood out -  he commented after participating on the trail that it was like 
‘ being joined by a friend who accompanies you for a while and then drifts off before somebody else joins you 
again ‘  – that was a beautiful comment . 
AP: So that was the way that I analysed it - but I wondered if there were things that you thought I’d missed? 
DE: No. And that’s all very positive but I think that there are other things that aren’t so positive. One of them is 
the lack of time to invest in it to really make it ‘rock out’ or become more of what it could be. That’s a nagging 
issue with me – and I’m struggling with myself to find ways to make that change. There’s also a lack of 
recognition of it – which I find irritating.  
There isn’t anything else like it in the city – but I feel people should get on board with it a bit more – it is free! 
AP: I can understand that – there are also some things about the production values and technological issues 
that we were aware of – but a lot of this comes down to it being free. Nobody was really paid for any time, and 
with voluntary effort it is difficult.  
As a final issue - during my research there has been a certain level of resistance to mixing art / performance as 
social - the idea that art can be used as tool or ‘instrumentalised’ for social benefit.   
DE: From what I’ve already said we’ve covered it really. If knowledge continues to be held and not shared, and 
is only accessible by doing a PhD or an MA then nothing will ever change. We’ve got to find other ways of 
engaging with people… new ways of engaging with other voices and re-describing the landscape and our 
shared condition.  
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Adam Park: How would you describe Sheffield – to someone who doesn’t know Sheffield – both physically and 
socially? 
Simon Ogden: I suppose you have to start with the topography – in some ways it’s an unlikely place to build a 
large city, and you have to understand it’s history to understand why a city this size grew up in this particular 
quite steep gradient and disturbed topography. And that’s one of its great distinguishing features and charms 
is that it is built on challenging gradients and therefore you get long views, glimpses of the countryside beyond 
the city, you get very distinctive townscape just by the fact that the neighbourhoods are crammed into valleys 
and hilltops. And you get lots of rivers; very dynamic rivers. But the last 300 years have been very much about 
mankind manipulating that environment for single-minded industrial purposes. It’s a heavily modified 
landscape, which if you stand back from it - certainly the most of the 19th century and early 20th century - 
produced unbelievably ugly, despoiled, brutalised townscape, so it has comparatively little of the kind of 
architectural quality, quaintness or elegance that many other cities have. It is a city almost totally devoted to 
production and very little to decoration. It’s also a highly spatially polarised city, partly because of the 
topography and partly because of the prevalence of air and water pollution in the 19th century. The wealthiest 
parts of the population have continually resorted to the southwest, leaving the other northern and eastern 
parts of the city to the poorer parts of the community. More than any other British city I can think of it has 
retained that polarisation. So you do get some superb urban quality in the southwest of the city – some of the 
best suburbs, fantastic access to the countryside – and that’s something to be celebrated for the whole city 
but it’s concentrated for the benefit of those people who are fortunate enough to afford to live in that part of 
the city. And so you can get very contrasting views of the city depending on where your entry point is and 
where you live and where you work.   
AP: That point about the pollution and the prevailing winds is something that I have read again and again, and 
I’m never quite certain how significant that was compared to the proximity to the countryside. 
SO: Well there were the beginnings of upper middle class suburbs in places like Pitsmoor Road – you can see 
that for several decades in the early 19th century there was an attempt to establish a similar kind of ‘bourgeois 
suburb’. Similarly Norfolk Park as well – at once time the wealthiest citizens lived on Norfolk Road, and after a 
few decades they abandoned it and move further upwind. I suppose the west side of the city was always going 
to be more picturesque as well, and the east side had coal mining as well as air pollution, so all of the those 
things contributed together I’m sure – it wasn’t just the prevailing winds. But you can see various attempts 
that failed to develop other parts of the city for upmarket housing. 
AP: That leads into the area which I’m focussing on, the Lower Don, where there has been this process of 
industrialisation followed by not complete but fairly widespread de-industrialisation. I understand that you 
were involved in the urban renewal of the Lower Don in the 1980s and 90s – That’s right from 1985-6 So how 
would describe the changing nature of the Lower Don in that period? 
SO: I first encountered the Lower Don Valley in the early 1970s, so I was living in the city when it was still ‘one 
big workshop’ as they used to say, and when there was still a fair amount of housing in the East End as well. 
The first ten years I was in the city I saw it being depopulated and the Council were still pursuing the long-
standing policy of basically clearing terraced housing to allow the steelworks to expand. And that had been the 
orthodox view for the previous 40 years – the works were going to expand, they created an environment that 
wasn’t suitable for people to live in, therefore get the families out onto the hilltops and let the steelworks 
expand. That was rumbling on right until the early 1980s, and that process was pretty much completed and so 
the whole valley was depopulated, with the exception of Darnall and Tinsley, leaving these marooned centres 
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like Attercliffe - still at that point with Banner’s Department Store, a couple of cinemas and loads of pubs and 
shops - carrying on regardless but surrounded by wasteland of clearance. And it slowly dawned from the early 
1980s onwards that steel industry wasn’t going to expand, in fact it was contracting, adding to the dereliction. 
You had a whole series of big works closures from the early 1980s and the steel strikes onwards, and so places 
like Dunford Hadfields and Brown Bayley’s closed, and you were starting to get a moonscape emerging, not 
dissimilar from what you see in Detroit. So there was a total crisis of that orthodoxy that had seen slum 
clearances as what Councils did – previous generations of Local Government Officers spent their whole careers 
just knocking down terraced houses – and people started to question that: “Why are we just carrying on 
demolishing housing in areas where actually deindustrialisation is happening now?”, and “what do we do with 
all of this land that we’ve cleared if the steelworks aren’t expanding?”. In the early 1980s there was a 
rethinking of that whole approach; a man called Geoff Green (now Professor at Sheffield Hallam University) 
was quite influential in that rethinking, and he and others came up with an ‘Economic and Environmental 
Strategy for the Lower Don Valley’, which said that if we want to see this area continue to be a useful part of 
the city, we’ve first got to restore the environment because it is completely destroyed – the rivers and canal 
were polluted, the land was contaminated, there was hardly a tree anywhere – “who is ever going to want to 
do anything in this valley in this moonscape?”. And that was where myself and colleagues came in, and the 
first iteration of that was to set up a small agency down in Attercliffe to start doing greening works – fairly 
rudimentary stuff – the corridors of road, rail, and canal – to try to create some green corridors and to look at 
what are the uses that these great swathes of cleared land can be put to. Sheffield was one of the first cities in 
the country that came round to the view that sport was one of the key activities that we should try to draw in. 
We were already working on a park in Attercliffe when someone from another part of the Council came up 
with this idea of the world student games, so the two things were melded together and the idea of a 
concentration of sports facilities came out of that. Then the idea for the Meadowhall Centre came along, and I 
won’t go into the long history of that now but that was another big chunk of activity that at the time seemed 
completely outlandish – the idea that people would go shopping on the site of Dunford Hadfields in Tinsley! 
And then there were more conventional attempts to attract growth industries at the time, particularly ‘high-
tech’ industries into the valley, and the one thing that there wasn’t much interest in was manufacturing – 
because that was seen to be on the way out. So it was a case of what else could be brought in other than 
manufacturing. On top of that, largely in the first place through local communities, people started saying “if 
the environment’s going to be better, if we’re going to start looking at shopping and sports in this area, why 
can’t we come back and live here?”. And that was very much led by people from Darnall saying “Attercliffe is 
our homeland – it’s where our families came from – we’d like to go back to Attercliffe”. So we got involved 
with them trying to find sites at that stage that were suitable to receive new-build housing, which turned out 
to be remarkably difficult. AP: There’s no a huge amount of housing from that era. SO: No – basically just the 
Valley Gardens development around Shirland Lane and Chippingham Street. When it came down to it, 
although there had been huge deindustrialisation, there was still quite a lot of noisy, smelly, ‘bad neighbour’ 
uses dotted about that still made it very hard to find suitable housing sites, and it took so long in fact that a lot 
of the original activists that were involved in the campaign gave up, moved away or died. And it’s still 
reverberating on – there are still some big sites that have been identified for housing but haven’t happened 
yet because the residual industrial activity is still quite dominant. In some cases we’ve had to buy out active 
industrial uses and move them in order to make housing sites like the ones on the canal.  
AP: I understand that there’s a renewed interest in that Waterside scheme. If you go way back, when we did 
the original restoration of the canal (1986-94) there was an expectation that housing would come back along 
the canalside quite quickly. But again, that was based on a slightly naïve assumption that all this industry was 
going to melt away, where in fact there was a hard corridor of scrapyards, some steelworks, and other noxious 
uses that clung to the canal for years after it was expected to go – just because they’d always been there, it 
was out of the way and it wasn’t bothering anybody. So actually, a lot of the assumptions that the restoration 
of the canal were based on never really happened – except around Victoria Quays with some fairly big chunks 
of public money put into it. And it’s only in the last five years, when some of those uses have either closed or 
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been bought out, that we’ve actually got a major development site between Woodbourn Road and the canal 
and on the other side (Effingham Road) which is suitable for development – and that’s a partnership between 
the Council, British Waterways and Norfolk Estate. So it’s taken a long longer than for the deindustrialisation to 
happen ironically. Then the other thing is that one side of the canal from Attercliffe downstream is occupied by 
a railway line, and now the Supertram as well, so that has been sterilised, and (so far) the development 
opportunities have been a lot more limited than what had been imagined back in the 80s.  
19:30 
AP: Did the Five Weirs Walk (5WW) come about at the same sort of time – was it part of the same efforts? 
SO: The 5WW was part of the same philosophy, but resources, then as now, were limited, and the Council’s 
view was that they were going to put most of their efforts into the Attercliffe Road corridor and the canal. The 
river was seen as being too difficult because of the multiple ownerships. My bosses at the time said “it’s just 
too hard – put it in the ‘too hard’ box!”. Others in the office felt that was never going to happen if we didn’t 
seize the opportunity now then the banks of the river would get rebuilt without access and we’d go for 
another century before opportunity came around again. A small group of us, which included Mike Wild (who 
had recently established the Wildlife Trust) who had taken a sabbatical from Sheffield Hallam University (or 
the Polytechnic as it then was) to work in our office. Conversations went on with Mike and the Junior Chamber 
of Commerce, who were keenly involved in the river at that time. We drew those three elements together; the 
Council, the Wildlife Trust and Junior Chamber of Commerce, and set up the ‘Five Weirs Trust’ as a third sector 
way of approaching the ambition – and that’s how it continued as that three-way partnership and proved quite 
effective, although it took us a lot longer than anyone thought it was going to take. It was probably the best 
tool for the job, because what it involved was persuading large numbers of small business people to give up 
their riverbank for free, and if the Council had arrived on their doorstep asking that question then the 
businesses would have said “get your chequebook out!”.   Because it was a charitable organisation we were 
able to persuade virtually every landowner to give the land up free. We only had to buy two pieces of land in 
the whole 7.5km – so it was an effective way of doing it and it was another was another way of raising funds 
because the Trust could approach local charities and small amounts of money for feasibility work, and could 
promote an agenda and in some cases comment on planning applications in a critical way which the Council 
would have been unable to do. It was an effective way of winning some battles – we had to twist some 
people’s arms – Meadowhall in particular. Although they (Meadowhall) put the first section of pathway in, 
they didn’t want to connect it up to the outside world – they literally didn’t want people for Tinsley and 
Brightside to be able to get into their grounds that easily. So there was a big campaign with Tinsley Forum to 
get them to agree to put the bridge over the canal and the railway into Tinsley, and to open up the section 
through to Wheedon Street. 
That was the first phase 1986-89. Then the Development Corporation was set up and in common with the rest 
of England, Michael Heseltine’s view was that Local Authorities were not going to do regeneration of this sort 
of scale – they would have to impose these Corporations with their own planning powers and boards - not 
democratically accountable but able to take tough commercial decisions. From 1989-97 we had the 
Development Corporation. Sheffield City Council managed to get on reasonably well with our Development 
Corporation, partly because nearly all of the staff were ex-colleagues, partly because they pretty much took 
the ‘Geoff Green’ Strategy over – they didn’t come up with anything too outlandish. Even Meadowhall wasn’t 
their idea - that was already approved by the time that they took over. They were some decisions that we 
didn’t agree with; Centertainment for instance was one that the City Council wouldn’t have approved. But by 
and large there was a shared agenda – they agreed with the idea that environment had to be restored, they 
agreed with the uses that were being brought in. They were probably a bit more liberal with their planning 
permissions and a bit less hard on developers, but there wasn’t a fundamental difference. In some places like 
Leeds and Bristol there was no communication at all and they ended up blocking each other, but in Sheffield 
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we got on with the job and they employed us as their agents to do a lot of the environmental work. So that 
was the period of the biggest activity, when a lot of site reclamation was done, all of the World Student Games 
facilities were built, Meadowhall was opened,  the Don Valley link road was put in. After 1996, the money ran 
out and the focus of the Council had moved to the City Centre for very good reasons so there was then a ten 
year relatively low-key period during which not a lot of initiative was taken.   
AP: And then there was a 2005 masterplan. SO: The 2005 masterplan was funded and very largely directed by 
British Land, who wanted to start looking at redeveloping their Meadowhall Estate. At the time, the City 
Council didn’t have the resources to do a new masterplan for the Don valley so they (British Land) said “we’ll 
pay for one”. As you might expect, we got something that was pretty much focussed on Meadowhall and the 
interests of British Land! It did have proposals for other areas but these were fairly preposterous to be honest 
– massive housing estates all over the central valley where all of the scrapyards etc. are – it was never going to 
happen. But after that came the idea for new offices and housing around Meadowhall, that was the bit that 
had some legs. That resulted in a couple of big planning application from British Land, which the City 
supported for a number of good planning reasons but also because it meant that they weren’t trying to expand 
Meadowhall for shopping. Other than that it was not really a very meaningful masterplan to be honest. 
28:00 
AP: Having met Steve Birch recently, I am aware of the new Action Plan that tries to focus on Attercliffe. 
SO: There are two things; a new masterplan for the whole Sheffield – Rotherham Don Valley corridor – AP: the 
infrastructure masterplan – SO:  Yes, which is trying to put a meaningful masterplan that will have a coherent 
vision for the whole of the valley, because the Local Authority boundary (between Sheffield and Rotherham) 
means nothing on the ground -and then there’s the Action Plan for Attercliffe.  
AP: There are various aspects that could have quite a dramatic impact, the Waterside development being one 
that we have already discussed, and then the future of Castlegate (in terms of the canal), and Don Valley 
Stadium demolition, which seems to sit outside of the aims of Action Plan. 
SO: Well, it (the Don Valley Stadium decision) wasn’t anticipated at the time that the Action Plan was written 
(almost 3 years ago) so it’s a product of the extreme crisis of local government finance. Having said that, of all 
of the big sporting venues that were produced for the World Student Games, it was always the one that had 
least use, because it was so specifically built for athletics, where the Arena, Ponds Forge etc. have multiple 
uses. It’s not quite a one trick pony because it has quite successfully staged rock concerts but don’t come along 
frequently enough, it’s also served as a rugby stadium and a football stadium, but not a terribly satisfactory 
one.  What it also showed up, which is easy to say in retrospect, was an assumption that if you put something 
like a stadium into the Lower Don Valley or Attercliffe it would generate spin-off effects that would regenerate 
the surrounding area. That hasn’t proved to be the case, because over the same period those kind of venues 
have moved from being somewhere that just sold you a ticket to go in, to places where they made their money 
from selling you drinks, food  etc. So they have internalised all that activity that used to happen around more 
traditional sports stadia. And this isn’t something unique to Sheffield this has happened all over the country. 
The old match-day or event-day activity - that you’d get when the pubs were crammed with people and people 
would go out afterwards to the cafes and so on – and there would be crescendo of economic activity around a 
sports stadium. First thing is most people arrive by car, so they go into the car park and go straight from their 
cars into the venue, have all of their requirements served for the profitability of the venue and then get in 
their cars and go home again. So it could be on the moon for all of the benefit it gives to Attercliffe or Darnall. 
All they get is the traffic congestion. That model hasn’t worked in terms of regenerating Attercliffe.  
AP: The other that strikes me is that the Tram being at the back discourages any departure out into Attercliffe. 
SO:  Yes unfortunately there were purely, if you like, ‘accidental’ things – like that the railway line is the tram 
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line so that it doesn’t take people through any of the more built up parts of the  valley. From that sense there 
hasn’t been a terribly strong protest from local business about the potential loss of the stadium, they see it as 
being largely neutral in terms of the local economy, and perhaps a few hundred houses would be a more 
reliable source of regeneration. AP:  Is that the preferred reuse? SO: It’s still open – as you will be aware, 
Ricahrd Caborn (ex-minister for sport) is pushing hard for this Advanced Sport Park idea based on his 
experience of the Advanced Manufacturing Park, and if that could be pulled off that could be very good. But 
the fall-back if that doesn’t prove viable is housing and there is quite a strong argument for housing, 
particularly given that it would allow quite a strong concentrate of housing along the tram route, which is 
something we’ve not been terribly successful in bringing about so far. Everybody knows that tram lines are 
most effective when they go through areas of dense population and if we want to try to direct housing to 
sustain areas where travel can be easily accomplished by public transport - then that’s a good site to 
encourage. It’s also on the route of the proposed Combined Heat and Power, so you could have low energy 
costs – so there are some quite strong environmental reasons for seeing that as another housing site along 
with Attercliffe Waterside, and therefore create a critical mass that would make Attercliffe into a real urban 
community again. Either outcome is quite positive.  
AP: Is that the vision for the vision for the relationship between the city and the canal in 10-15 years’ time – to 
be transformed into somewhere that is used by a residential community? 
SO: Yes I think so. Sheffield’s urban structure at its most successful has used waterways as green corridors. If 
you look at the more favoured suburbs in the south west from Sheaf Valley round the Rivelin and Loxley, one 
of the great or unique selling points of all those areas is the proximity to one of the river valleys and the 
accessibility that gives out into the countryside but also increasingly as a route into town. Those of us that 
have worked on the canal and the 5WW always had, as a vision, trying to give the east side and north side of 
the city access to some similar green corridors based on the river, the canal and some of the smaller tributaries 
– the Tongue Gutter and so on. There can be both recreational and ecological benefits and also transport 
benefits. That underlines the vision for the canal that in its own way could become like the Endcliffe Park of 
Darnall and Tinsley.  
AP: Turning to your experience of regeneration and public engagement, particularly focused on these areas of 
the Lower Don but more generally as well. What methods of public engagement with the regeneration process 
have been most successful? 
SO: There’s a whole toolbox of different methods that you can use for different situations.  When we were 
talking about bringing housing back into the Valley for instance, we used classic ‘planning-for-real’ techniques, 
where we build models with schoolchildren and we took those models around mosques, pubs, working men’s 
clubs, school dining rooms and so on, and got people to engage fairly directly with the large scale map, looking 
at where they thought things should happen. That was certainly very good at generating numbers of people to 
get involved and feeling that they got some sort of ownership. It was fairly crude, because you're range of 
options is writing something on a ticket and pinning to some particular physical part of the map – which may 
not cover everyone’s aspirations.  
AP: It’s amazing how much that still persists in all forms of participation- that’s far as we’ve got. SO: That’s 
right. Whereas people may want to frame their aspirations in rather wider terms than just whether something 
should go there or there. Also, people suspect a bit that it’s all very well you asking me, where should a park go 
in this area, but knowing very well that 60-70% of the sites are not available. Should we not be saying “actually 
the choice is limited because we don’t have any money and a lot of this land is owned by people that don’t 
want to cooperate with us – these are the actual choices, which of these is the best or the least worst?”. 
Longer term dialogue produces more honest conclusions, but the problem is that not many members of the 
public have the time or energy to pursue things through several sessions of quite lengthy explanations of what 
the constraints are. I still think planning-for-real have a place but they are more about trying to get mass 
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awareness of the process, and out of that you try to get people from the community that are prepared to give 
it more time and consideration, and ideally, people who are representative  of a community who they can then 
report back to and disseminate. And you probably need to work with these representatives over months or 
years, and that’s what we are trying to do in Attercliffe now – we’ve put together something called a ‘Town 
Team’, and we’re trying to get people to stick with it for a couple of years and put quite a bit into it themselves 
in terms of their own resources; contacts, business, charitable resources.  
AP: Is there a danger – in this case or in general – that people who are prepared to engage longer term have 
vested interests (business owners wanting more parking for example?  SO: Yes there is a danger of that 
definitely, and you’ve got to weight things accordingly – that’s partly why you have elected members who are 
there to represent the ones who don’t shout very loudly. But nearly all of the forms of public participation that 
planning and regeneration use favour more articulate people with resources and confidence. So that’s why I 
wouldn’t dismiss things like planning-for-real, that try to break down some of those barriers and make it more 
accessible. At the end of the day, those with education and resources are going to find the process easier to 
work. 
AP: At the last Attercliffe event, there was a feeling from some people there of why should they get involved 
when the Council are being quite realistic and saying “we don’t have any money so nothing may happen in the 
next few years”. So there is a bit of that feeling of fatigue and disbelief that anything will happen.  
SO: That’s a not entirely unrealistic view given what they hear on the news every night about the continual 
cutting back of resources and capacity in local government. At the same time, for the Lower Don Valley there 
are some massive investments planned; Combined Heat and Power, tram train (to Rotherham), flood 
protection, Don Valley Stadium and Waterside sites. If you start to add it up you come to a budget that’s not 
that different from what the Development Corporation spent on the area. This doesn’t necessarily apply to 
every part of the city – but for that particular part of the city at the moment, they’re on the verge of quite a 
massive investment spree, and so there is something to fight for – which is why we’ve suggested doing the 
Action Plan. We’re not suggesting we do an Action Plan for Shiregreen or Millhouses – its specifically because 
there is so much investment and potential in the area.  
47:00 
[AP describes research interests of artist and performance-led interventions in regeneration areas sparking a 
different view of the possibilities for a place] 
AP:  As a planning department how much engagement or knowledge is there about artist-led forms of 
participation – commissioning artists or performance-makers as part of planning policy? 
SO: We commission quite of lot of artists. We have a longstanding commitment to public art and we collect 
money from developers, we make them commit to conditions on the planning application (Section 106) and 
when we do our own physical projects we have a public art budget and we have a public art officer (Andy 
Skelton). So yes, we have a strong commitment to public art – a lot of that tends to fairly straightforward 
pieces of furniture; decorative railings, mosaics and the usual things. It tends to be fixed things – partly 
because developers want to see something for their money – they want to see something where they can say 
“we did that”. A piece of performance art evaporates into the air, and other than a few photographs they 
haven’t got anything to show for it, so more performance or theatre based stuff is relatively rare. We’ve 
commissioned a lot of poetry a you’ll have noticed – that’s probably the closest we get to a policy – and think 
that’s something that’s been quite distinctive for Sheffield. Every year for Off the Shelf festival we commission 
a big piece of public poetry, some of which is quite good or certainly very memorable, and has brought poetry 
to fairly unexpected places like the Five Weirs Walk and the bottom of London Road. We’ve done relatively 
little that is purely performance, I can’t say for certain but in my experience I can’t think of any Section 106 
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fund that’s gone purely on something that was a performance. But I think we have used public art quite 
consciously as part of place-making, going back to early 80s with the big steelworker mural in Castlegate, a lot 
of the stuff in the City Centre; the Peace Gardens and the Cutting Edge (at the Train Station); big set pieces of 
public art that have been successful in changing how people think about Sheffield. We’ve got one on the go at 
the moment at Tinsley the M1 Gateway commission – not the Steel Man (by Steve Mehdi) but something 
around the waterside in Tinsley that replaces, psychologically at least, the cooling towers. I suppose as 
planners we tend towards something that has a physical representation in the end.  
Not so much as a planner but  as a community activist I’ve worked with quite a lot of musicians and had quite a 
lot of events on the river – singing in the river, poetry on the river, barges going down the canal with music on. 
Tramlines I think you could is an example of where creating physical spaces has then stimulated people to then 
look at performance – and we’re very keen on trying to push that a bit further in Castlegate in the next two or 
three years – to use some of the vacant spaces and buildings in that area and the Castle Market site for events, 
performances, temporary artworks and so hopefully that area will become a little bit of a laboratory for using 
some of those techniques a bit more. Partly because you’ve got some great stories  associated with that area 
that are not really that widely understood or valued by the city at the moment – that you can only really bring 
out by performing. Even if we find a complete ground plan of the Sheffield Castle it won’t really come alive for 
most people, so the arts are going to be the main way to bring that back to life.  
AP: I know that the audio tour for the 5WW is something that you have personally been involved with 
alongside the music and poetry – is there any distinction between that sort of activity and the planning side of 
things?    
SO: Talking as a person, I’ve always wanted to understand cities, particularly from a historical point of view 
wanting to know why things were like they were, and that’s probably why I became a town planner – I wanted 
to understand that and have some effect on it. Over the years you realise that a lot of people who aren’t town 
planners are also interested in that as well, but don’t have the means to put it into effect. As soon as you pop 
up and say “let’s go and walk around this area” and “did you know why this is a result of this” people 
absolutely love it, and there is a basic psychological need – not in everybody – but in a substantial part of the 
population to understand their environment better. And once they understand it better than they have more 
confidence in expressing an opinion about how it should be in the future, because once you understand that 
lots of things happen by accident or by unintended consequence or in some cases despite what the plans 
originally said, then you start to realise that planning and architecture are not this fantastically technical 
unfathomable force that ‘ordinary’ people can’t influence. From that sense I do link the two very strongly 
together – if you understand the history of a place you pretty soon start to realise that you’ve got as much 
chance of affecting the future as past generations did their future – and it’s a great way in to engaging people. 
I’ve always found at public meetings that if you can demonstrate you know a bit about the history of an area 
people will take a lot more notice of you and take you a lot more seriously. If you’re unaware of the history of 
an area people are very suspicious – quite rightly in my view! A lot of planning and architecture is a-historical, 
put up with very scant respect or knowledge of where a place has come from, or respect for the particularity 
of place. So I do see that kind of interpretation as being essential to planning.  
AP: And stories are a great medium to engage anybody, because if you start telling stories suddenly you're not 
a planner or an architect any more you are person. And other people can tell stories, where if you ask “what do 
you want to do with this brownfield site?” Yes- they immediately feel at a disadvantage. 
As a closing question about this (audio) tour, is there something particular about the way that this (form of 
engagement) links to changing perceptions of the area? 
SO: Specifically in relation to the Don valley – because it developed into this landscape of huge buildings, big 
roads, areas of bleak brownfield sites, it was an area that didn’t feel comfortable to be on foot. One of the 
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reasons for trying to develop things like the towpath, the 5WW and the other foot and cycle routes through 
the area is to try to allow the public ways of navigating through the area – like they were meant to be there, 
that it was ‘legitimate’ for them to be there. And that to me is a first step in people owning an area is if they 
are actually comfortable about walking through it. So it is particularly relevant to area like deindustrialised or 
areas that have lost their function to re-establish a right of passage through them and to make that something 
that is interesting and pleasurable. The audio tour is another step or tool in that process, and one that is quite 
flexible; a lot more flexible than a book that you have to get from a library or event that you have to go on that 
day. AP: Personally I think it allows you to test ideas without having to make a physical investment – low risk 
but potentially high impact. SO: Yes. 
424
R E CITE  - T he P ort of S heﬃeld
Architecture are s tudying the way in which 'forgotten' s paces  in the city might be mapped through 
The purpos e of this  res earch is  to better unders tand the impacts  of participating in this  type of 
types  of knowledge (particularly s tories ) about a place.  
from participants .  W e would be very grateful if you could complete this  s hort s urvey about the 





Not very well (visited once or twice)
Quite well (visited several times)
Very well (live / have lived in the area or visit regularly)
3.  Approx ima te ly how  long did you spe nd w a lking the  tra il?
 Les s  than 30 minutes .
 30 minutes  - 1 hour
 1 - 2 hours
 More than 2 hours
4.  Did you e njoy the  e x pe rie nce  of w a lking the  tra il?
Not at all V ery much
5.  How  w ould you ra te  the  a udio conte nt?
Not at all
 
interes ting V ery interes ting
1 /2
1.  Your details
Postcode 
Gender:
Age: Under 18 18-30          30-45  45-60             over 60
Male     Female
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8.  Did the  e x pe rie nce  of the  tra il cha nge  the  w a y tha t you vie w e d the  ca na l a nd its
surrounding a re a ?
 Y es  No  Not S ure
If ye s,  ca n you de scribe  the se  cha nge s.
9
.  T he  C ouncil ha ve  put forw a rd pla ns to re ge ne ra te  the  a re a  a round the  ca na l (
a s pa rt of
the  L ow e r Don V a lle y ma ste rpla n).  Ha ving w a lke d the  tow pa th,  w ha t cha nge s (if
 a ny) do
you think w ould most improve  the  ca na l a nd surrounding a re a ?
10.  Is the re  a nything tha t you w ould you like  to se e  a dde d to the  tra il itse lf?
 Smartphone  App
 MP3  P layer
 Navigation
 Headphones
 Tirednes s  / fatigue
 Other:  
2 /2
research purposes ONLY. Volunteers have the right to withdraw their consent at any time during the study. If you wish to 
withdraw your data or have any further questions or comments please contact the researcher Adam Park 
Thank you for participating in this research.
The Port of Sheﬃeld ParƟcipant QuesƟonnaire426




 Sample of notes and sketches made during the initial conception for the third case study (prior to the 
collaboration with the Blue Shed) - (September 2011). 
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Sample of notes made on walks along the towpath – during conversations with potential contributors and 











School of Architecture 
University of Sheffield 
Arts Tower 
Sheffield S10 2TN 
 Festival of The Mind 
The Western Bank Library 
The National Fairground Archive 
Western Bank 





 April 2012 
Application number: [Add number]  
Reference number: [Add number]  
 
Telephone: +44 (0) 114 222 7258 






RE: Festival of The Mind 
 
I am pleased to inform you that following submission of your application to the Festival of The Mind 
Award Fund, £4750.00 has been awarded to support the ‘Sheffield and Tinsley Canal Interactive 
Story Trail’ project.  
 
Funding will be available for the period 16/04/2012 to 30/09/12 and account X/006246-13-20 has 
been set up for you to use for the purpose of project delivery.  Funds can only be used as per the 
financial details in your original application form which forms the basis of this award.  This is the 
maximum sum available for this project and funds may not be transferred or used in any other way or 
to support departmental budgets. 
 
Acceptance and Conditions 
This award is made subject to the project achieving satisfactory outcomes against the Project Plan and 
delivery of the stated outputs. 
 
The progress of the project will be monitored against the timescales and financial costing set out in 
your application. If you are having difficulties with either the timescales or the expenditure, please do 
not hesitate to contact us as soon as possible in order to discuss a revised schedule.  
 
By accepting the award, you have agreed to engage with the University in order to monitor the 
progress of the project. This will include making non-confidential aspects available to assist with the 
development of case studies. Lesley Allen or Lynette Hodges will contact you for brief updates on 
progress, for both internal and external reporting purposes every 4-6 weeks.  
 
429
Funding has been awarded subject to the submission of a final report within 30 days of the 
project end. All monies should be spent before the report is submitted, at which point your 
account will be closed and any under spend reclaimed to support future projects. 
 
The University of Sheffield reserves the right to recover funds where there is evidence that the 
applicant is failing to adhere to the Proposal Summary or the project is seriously underperforming. 
  
A copy of this letter has been sent to your department administrator, Ms Denise Hall who will be able 
to assist you with accessing the funds. 
 







Finance Project Manager 
Festival of the Mind 
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Deborah Egan – The Blue Shed 
Adam Park 
Martin Hogg 





The University of Sheffield – Festival of the Mind team 
Helen Hornby, Blue Loop / River Stewardship Company 
Simon Ogden, Sheffield City Council 
Gordon Lambert, CV Marine 
Paul Grange, A&G Passenger Boats 
Jo Winson, narrator / press coordinator 
Leon Henshaw (L2 Design), website design 
Oscar Cook, FOTM assistant 
Andrew Loretto, Sheffield Theatres 
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Other storytellers 
Joe Scarborough, artist and canal resident 
Rony Robinson, narrator (BBC Sheffield) 
Dave Allen, Blue Loop Volunteer and 1972 Olympian 
Pete Jordan, Water Bailiff 
Martyn Ware, artist and soundscape designer (Heaven 17 / Illustrious Company) 
Dave Allen, local resident and Blue Loop volunteer 
Duncan Windram Wheeler, Producer, ‘The Full Monty’ 
SOSA-XA, Sheffield’s Southern Africa Choir 
Jessica Ennis, 2012 Olympian 
Deborah Pullen, local resident 
Julie Dore, Leader Sheffield City Council 
Darkstorm, artist / producer (Bad Taste Records) 
Dave Walker, Tinsley Lockkeeper, Canal & River Trust 
Ron Wright, soundscape designer and lecturer (Sheffield Hallam University) 
 
The Port of Sheffield Mobile Application Development notes 
The Port of Sheffield case study (chapter 9) was a collaboratively produced audio-walk along the 
route of the Sheffield and Tinsley Canal in the Lower Don Valley, Sheffield. The content of the audio-
walk was delivered to participants via a mobile ‘smartphone’ application (app). The app also invited 
participants to record and submit their own stories back to the performance-makers and 
researchers. The process of designing and developing the smartphone app was broadly described in 
Chapter 9. This appendix provides additional technical details of the two versions of the app, as well 
as details of the computer scripts used to run the app itself. 
Version 1.0 (September 2012) – Android and iPhone Mobile Application 
The development of version 1.0 of the Port of Sheffield mobile application (app) was undertaken in 
2012 by the RECITE researcher (Adam Park) with additional support from both within the University 
and online (in the form of programming documentation and support communities). The 
development was initially based on the Apache Cordova platform, which enables designers and 
developers of mobile apps to access the ‘native’ functionality of a mobile device (such as the camera 
or GPS location) using common web development programming languages of HTML, CSS, and 
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enables the development of relatively simple smartphone apps without the assistance of specialist 
programmers or developers.  
 
Figure 1. Initial sketch development of app functionality. Image: author. 
The app design and functionality was kept deliberately minimal, both to reduce the programming 
complexity and to focus users’ attention on the main functionality, the geo-locative audio content. 
The app first directed users to an optional registration page, which asked for a series of details that 
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(and confirm that they had read) a series of project guidelines, which warned of the risks of walking 
along the towpath and offered a series of recommendations in line with the risk assessment (see 
appendix 2 for further details). Following the registration, users would arrive at the app home screen 
(figure A4.1), which described the audio-walk project (referred to here as the ‘digital trail’) and those 
involved in making it. Users were given two main options: ‘Start Trail’ or ‘Add a story’. 
 
Figure 2. Mobile app (version 1.0) home screen. Image: author. 
Upon starting the trail, the app would check via a GPS call to determine whether the user was near 
to the site. If the result of this was negative (i.e. the user was not near to the canal), the app would 
warn the user that the app was geolocative and that they would need to go to the Sheffield Canal 
Basin and towpath in order to access the audio-walk content. If they were in range of the start (i.e. 
within a radius of 50metres of any of the audio locations), the app would download the introductory 
audio from the RECITE server and play it via the participant’s headphones. This gave further details 
of the how the app and audio-walk would work. Further audio stories could then be ‘triggered’ by 
walking along the towpath. As users walked, the app checked their location via GPS every 5 seconds. 
Each audio file (story) was also assigned a location as a latitude / longitude coordinates.  The code 
then checked the user’s location against the online database where details of the audio files 
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Once a story had been played, it could not be triggered a second time. Users were kept updated 
about the number of stories left to find and the distance to the next-closest stories via a simple line 
of text at the top of the app. 
The ‘Add a story’ function enabled the user to pause the audio-walk at any point, and upload their 
own contribution. This could be in the form of a short piece of text, plus an audio recording (via their 
smartphone microphone), and / or a photo (via their smartphone camera). Once completed, the 
story upload function would add the story to another database on the RECITE server, complete with 
a date stamp and location stamp (latitude and longtitude). This way, stories could be tied back to the 
specific time and place that they were recorded. 
 
Figure 3. 'Add a Story' interface. Image: author. 
Finally, the menu button (top-right on the app) allowed users to find out more about the project, 
contact the project team, get help with the audio-walk features, or view a map of public transport 
links back to Sheffield city centre from various points along the towpath.  
Version 1.0 was developed as a free download for Google Android smartphones and Apple iOS 
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systems.1 Unlike Android, Apple iOS requires all of its mobiles apps to be technically reviewed prior 
to release for public download. Apple describe the review process as a way of ensuring reliability and 
performance of iOS apps, as well enabling them to filter out potentially offensive material.2 The Port 
of Sheffield iPhone app was submitted to Apple for technical review in August 2012, and was 
approved and available for download in early September 2012 – just in time for the Festival of the 
Mind Launch. 
Version 2.0 (March 2013) – Mobile web application3 
In the 6-month period after the launch of the app (September 2012- March 2013), the Port of 
Sheffield mobile app (Android / iOS) was downloaded 168 times. During this period, data was also 
collected for the RECITE research in the form of participant questionnaires. Part of this data 
collection exercise asked participants to feedback on any technical issues faced in using app. 
Responses covered both the design of the app interface design, use of the app features, and other 
technical issues experienced by users. In response to this feedback the project team held a review 
session in April 2013 to review the structure and design of the app. The outcome of this review was 
the design and re-launch of version 2.0 in summer 2013. 
A fundamental development for version 2.0 was the shift away from ‘native’ Android / iOS apps to a 
web-based app. A web-based app (or ‘web app’) is an interactive website that is optimised for use 
on a mobile smartphone. This offers a number of advantages over a native app, such as the flexibility 
of updating the app, and the use of the same code across all operating systems. Users can also 
access the app by visiting the Port of Sheffield website via a mobile web browser, rather than having 
to find and download the app via Google ‘Play or the Apple ‘App Store’. The disadvantage of using a 
web-app is the inability to access ‘native’ features of the user’s smartphone such as the camera or 
microphone. However, given the low response rate for the ‘Add a Story’ feature, the team had 
already decided to discontinue story upload functionality. 
In response to participant feedback, the main user interface of the app was also redesigned in 
version 2.0. The most significant change was a move to a map-based interface. Users had previously 
expressed some frustration at ‘not knowing where they were’. This raises a number of interesting 
issues around cartographic space (also discussed in chapter 3). However, for the audio-walk to be 
continued to be usable, the team made a collaborative decision to change the interface to an 
interactive map of the site (the Lower Don Valley). This map allowed users to see their location on a 
                                                            
1 Gartner, 2013 <http://www.gartner.com/newsroom/id/2573415> [accessed 7 April 2014]. 
2 https://developer.apple.com/app-store/review/ [accessed 7 April 2014]. 
3 As of July 2014, the domain at <http://www.theportofsheffield.co.uk> ceased to be operational. A legacy 
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map, along with the locations of all of the audio content (stories). A hand drawn illustration style 
was used to create the base map layer and represent the key landmarks along the towpath route 
(see Figure A4.3).  
 
Figure 4. Version 2 interface - an interactive map with audio locations displayed as red markers. Image: author 
The app was developed using the Google Maps (v3) Application Programming Interface (API).  This 
allowed the hand drawn map to be positioned as an overlay on top of a Google Maps coordinate 
system (while hiding the standard Google map view), positioning the map in cartographic space. This 
structure enabled the display of the stories via their latitude / longtitude tag, as well as displaying 
the user’s GPS location, which was access using the HTML 5 Geolocation API.  
Once the user had navigated through the launch screen and project guidelines, the map was loaded 
and centred at the Canal basin. Once loaded, the audio-walk functioned in the same way as version 
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The Port of Sheffield Audio Walk (Version 2.0) – HTML / Javascript Code 
The following code was written by Adam Park (RECITE researcher) for the Port of Sheffield audio-
walk app (version 2.0), in collaboration with Deborah Egan (The Blue Shed) and Martin Hogg. 
<!DOCTYPE html PUBLIC "-//W3C//DTD XHTML 1.0 Strict//EN" 
"http://www.w3.org/TR/xhtml1/DTD/xhtml1-strict.dtd">    
<html xmlns="http://www.w3.org/1999/xhtml"> 
<head>        
<title>The Port of Sheffield Digital Trail</title> 
  <meta name="viewport" content="width=device-width, initial-scale=1.0, 
maximum-scale=1.0, user-scalable=no" /> 
  <meta name="apple-mobile-web-app-capable" content="yes" />  
        
    <meta http-equiv="content-type" content="text/html; charset=utf-8"/>
        
    <meta http-equiv='imagetoolbar' content='no'/>        
<link rel="stylesheet" href="css/pos_map_style.css" /> 
 
<style> 
      html, body, #map { background:#fff !important; width:100%; 
height:100%; margin:0; padding:0; } 
    </style> 
 
  </head> 
 
  <body onload="init()"> 
<div id="loading_overlay" class="pos_overlay"> 
 <!-- end of intro page 1 --> 
<div id="intro_container" class="pos_container"> 
<div class="intro "id="intro_page1">         
 <img src="img/pos_logo.png" id="intro_logo" width="120" height="120" />  
    
      <h2>An audio journey to<br />the heart of Sheffield.</h2> 
    
<p>The Port of Sheffield digital trail is located in the Lower Don Valley, 
and follows part of the 8-mile long 'Blue Loop' circular walk known along 
the River Don and Sheffield & Tinsley Canal. The trail can be started from 
Victoria Quays (along the canal) or Kelham Island (along the river) in the 
City Centre.  
<p>Drawn from historical research and local voices, it tells the story of 
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interactive map will trigger GPS-located audio and visuals as you walk, so 
the walk can be dropped into or out of at any point along its route.</p>  
 <p>Visit the <a href="http://www.theportofsheffield.co.uk/port">Port of 
Sheffield website</a> to find out more about the ongoing site-specific 
theatre and performance project.</p>  
          
          <p id="welcome" style="margin:20px"><a class="btn" 
onclick="changePage(1,2);">Click here to start<img 
src="img/play.png"/></a></p> 
                                                                                                             
      <hr /> 
      <p style="font-size:11px;">The project is a collaboration between The 
Blue Shed, the University of Sheffield (RECITE) researchers, and the 
following project partners:</p> 
        
             <div id="end_logos"> 
             <img style="width:100px; height:auto;"src="img/blueloop.png" 
alt="Blue Loop" /> 
                     <img src="img/lottery.png" alt="National Lottery" /> 
             <br> 
      <img src="img/sheff-theatre.png" alt="Sheffield Theatre" />        
        <img src="img/blue-shed.png" alt="The Blue Shed Sheffield" /> 
        <img src="img/sheff-uni.png" alt="The University of Sheffield" /> 
        <img src="img/arts-council.png" alt="The Arts Council England" /> 
         
        <img src="img/aandg.png" alt="A and G Boats" /> 





 <!-- end of intro page 1 --> 
  
 <div class="intro"  id="intro_page2" style="text-align:left;">  
  <img src="img/pos_logo.png" height="50" width="50"  />   
<h2>Digital Trail Guidelines</h2> 
 
<p>Participants should be aware of the dangers of the canal.  
All children or young people under 16 must be accompanied by an adult and 
under close supervision. </p> 
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one direction - public transport (Supertram / buses) can be used to return 
to the City Centre.</p> 
<p>Please take care while using headphones / mobile phones (as you would in 
the course of normal use). It is suggested that the trail should not be 
undertaken alone outside of daylight hours.</p> 
<p>This event takes place on a public towpath. Please be aware that the 
project team cannot take responsibility for your personal safety or safety 
of your personal possessions.</p> 
 <hr /> 
    
<form name="ethics_form"> 
 
<h2>Please confirm your consent, and that you have understood information 
regarding the project guidelines:</h2> 
<br /> 
<fieldset> 
<label><input type="checkbox" name="guidelines" /> I confirm that I have 
read and understood the project guidelines</label> 




<a class="btn back-btn" onclick="changePage(2,1);">Back</a> 
<a class="btn" onclick="checkTerms();">Continue<img 
src="img/play.png"/></a> 
 
</form>   
 <br /> 
</div> 
 
 <div class="intro"  id="intro_page3" style="text-align:left;">  
 <h2>Registration</h2> 
 
 <p>All data will be confidential</p>  
   
 <form id="reg_form" name="reg_form"> 
  
      <div class="row"> 
         <label>Name</label> 
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      </div> 
       
                  <div class="row"> 
         <label>Email</label> 
         <input type="email" name="regEmail" id="regEmail" 
placeholder="Your Email Address"> 
      </div> 
       
              <div class="row"> 
        <label>Gender</label> 
        <select id="regGender" name="regGender"> 
<option value=""> -- Please select -- </option> 
<option value="male">Male</option> 
<option value="female">Female</option> 
        </select> 
      </div> 
       
        <div class="row"> 
        <label>Age</label> 
        <select  name="regAge" id="regAge"> 
<option value=""> -- Please select -- </option> 




<option value="60+">Over 60</option> 
        </select> 
      </div> 
           
         <div class="row"> 
         <label>Postcode</label> 
         <input type="text" name="regPostcode" id="regPostcode" 
maxlength="4" size="4" placeholder="First Part Only (eg. S1)"> 
      </div> 
       
          <div class="row"> 
        <label>How well would you say that you know the Sheffield Canal and 
its surrounding areas?</label> 
        <select  name="regCanal"  id="regCanal"> 
<option value=""> -- Please select -- </option> 
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<option value="notVWell">Not Very Well (visited once or twice)</option> 
<option value="quiteWell">Quite Well (visited here several times)</option> 
<option value="VWell">Very Well (live in the area or visit 
regularly)</option> 
        </select> 
      </div>     
 <input type="hidden" name="regConsent" id="regConsent" value=""> 
  <hr> 
  <a class="btn back-btn" onclick="changePage(3,2);">Back</a> 
    <input id="regBtn" class="btn" type="submit" style="width:160px;" 
value="Register Details"> 
     
 </form> 
 <br />  
 </div> 
  
  <div class="intro"  id="intro_page4" style="text-align:left;">  
 <img src="img/pos_logo.png" height="50" width="50"  />  
 <h2>The Port of Sheffield Interactive Map.</h2> 
 
<p>If you are using a web browser or Smartphone you can use the interactive 
map to find and play stories, music or memories of the canal that are near 
to you.</p> 
<p>If you are experiencing difficulties with the GPS feature, simply click 
on any red marker to listen.</p>  
<p>Click on the 'Add Story' button on the map to submit your own story of 
the Lower Don Valley to the Port of Sheffield project.</p>  
<p><i><b>Please note:</b> GPS drains battery life - it is recommended that 
your phone is fully charged before starting the trail.</i></p>  
<p><i>If you are using a smartphone the trail will download audio using a 
3G connection - please ensure that you have adequate data allowance before 
continuing (charges may apply).</i></p>    
 
<p><i>By uploading stories via this web app, participants grant permission 
for use of this electronic material for the Port of Sheffield arts project 
and / or the RECITE research project.</i></p> 
<p><i>IMPORTANT - when prompted you must allow the map to use your location 
by pressing 'OK'</i></p> 
<br /> 
<a class="btn back-btn" onclick="changePage(4,2);">Back</a> 











<p>Alternatively if you are using an mp3 player, you can download the trail 
audio files using the link below.</p> 
 
<a class="btn back-btn" 
href="http://www.theportofsheffield.co.uk/mp3_audio/">Download mp3 
Files</a> 
<br />  
<br />  
<hr> 
 
<p>We hope you enjoy the Port of Sheffield audio walk on the waterways of 





</div>   
</div>  
     
    <!--   <div id="subheader">Generated by <a 
href="http://www.maptiler.org/">MapTiler</a>/<a 
href="http://www.klokan.cz/projects/gdal2tiles/">GDAL2Tiles</a>, Copyright 
&copy; 2008 <a href="http://www.klokan.cz/">Klokan Petr Pridal</a>,  <a 
href="http://www.gdal.org/">GDAL</a> &amp; <a 
href="http://www.osgeo.org/">OSGeo</a> <a 
href="http://code.google.com/soc/">GSoC</a> 
        PLEASE, LET THIS NOTE ABOUT AUTHOR AND PROJECT SOMEWHERE 
ON YOUR WEBSITE, OR AT LEAST IN THE COMMENT IN HTML. THANK YOU  
    </div>  --> 
    <div id="subheader"> 
 
<a id="geo_btn" class="btn" style="margin: 0;" onclick="toggleGeo();">Turn 
GPS On<img src="img/geo_icon.png"/></a> 
<a class="btn back-btn" onclick="$('#add_overlay').css('opacity','1'); 
toggleContent('add_overlay')">Add Story</a> 




The Port of Sheffield audio-walk – Supporting Information 
<i style="font-size:13px; margin-bottom:10px;">Or click on a red 
marker.</i> 
    </div> 
    <div id="logo"> 
    <a onclick="backHome();" style="position: absolute; right:5px; 
bottom:10px;"> 
    <img id="pos_logo" src="img/pos_logo.png"/></a> 
    <i style="font-size:13px; margin:0 0 10px 0;">Home</i>            
    </div> 
    <div id="audio_overlay" class="pos_overlay" style="visibility:hidden;"> 
    <div id="audio_window" class="pos_container" > 
      <a class="btn back-btn close-btn" onclick="closeAudio();">close<img 
src="img/close.png"/></a> 
      <div style="margin: 25px auto"> 
        <h2 id="audio_title"></h2> 
        <p id="audio_subtitle"> 
        </p> 
        <div id="audio_image"></div> 
        <br /> 
        <div id="audio_source">    
         
          <audio id="audio_player" controls="controls">  
            <source id="audio_player_ogg" 
src="http://recite.group.shef.ac.uk/pos_trail/audio/intro.ogg" 
type="audio/ogg" />          
            <source id="audio_player_mp3" 
src="http://recite.group.shef.ac.uk/pos_trail/audio/intro.mp3" 
type="audio/mpeg" />     
          </audio>     
        </div> 
      </div> 
    </div> 
    </div>     
 
    <div id="add_overlay" class="pos_overlay" style="visibility:hidden"> 
 <!-- end of intro page 1 --> 
<div id="add_container" class="pos_container" > 
<a class="btn back-btn close-btn" 
onclick="$('#add_overlay').css('opacity','0'); 
toggleContent('add_overlay');">close<img src="img/close.png"/></a> 
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       <br /> 
       <h2>Add a story to the Port of Sheffield</h2> 
       <p>By uploading stories via this web app, participants grant 
permission for use of this electronic material for the Port of Sheffield 
arts project and / or the RECITE research project.</p>  
       <p>If you have also submitted registration details, you may be 
contacted by a member of the Port of Sheffield team to arrange a 
recording.</p> 
            <form id="story_form" name="story_form"> 
                <div class="row"> 
                    <label>Title</label> 
                    <input type="text" name="storyTitle" id="storyTitle" 
style="width:90%;" placeholder="Story Name or Title">  
                    </div> 
                <div data-role="fieldcontain"> 
                <label for="storyComment">Please add a few details that 
will help use this story (when, where, who?):</label> 
                 <textarea style="width:90%; height:100px; margin-top:10px" 
name="storyComment" id="storyComment" placeholder="Add some details 
(optional)"></textarea>  
                </div> 
                     <input type="hidden" name="storyID" id="storyID" 
value=""> 
                    <input type="hidden" name="storyLat" 
id="storyLat" value=""> 
                    <input type="hidden" name="storyLon" 
id="storyLon" value=""> 
                      <input type="hidden" name="storyGender" 
id="storyGender" value=""> 
                      <input type="hidden" name="storyAge" id="storyAge" 
value=""> 
                      <input type="hidden" name="storyName" id="storyName" 
value=""> 
                      <input type="hidden" name="storyEmail" 
id="storyEmail" value=""> 
                      <input type="hidden" name="storyPostcode" 
id="storyPostcode" value=""> 
                      <input type="hidden" name="storyCanal" 
id="storyCanal" value=""> 
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        <div id="storyBtns" class="hidden"> 
        <a class="btn back-btn" 
onclick="$('#add_overlay').css('opacity','0'); 
toggleContent('add_overlay');">Back</a><input id="storyBtn" class="btn" 
type="submit" value="Submit"> 
 
       </div> 
        
       </form>  
   </div> 
 </div> 
 </div>    
   
    <div id="map">The map is currently tested in Firefox / Chrome / Safari. 
If you are seeing this message - please try a different browser.</div> 








type='text/javascript'></script>     
  
<script src='js/text-overlay1.js' type="text/javascript"></script>                      
<script src='js/post.js' type="text/javascript"></script>  




// global map variables 
 
var map; 
var mapMinZoom = 13; 
var mapMaxZoom = 17; 
var mapBounds = new google.maps.LatLngBounds( 
  new google.maps.LatLng(53.381943, -1.481012), 
  new google.maps.LatLng(53.419674, -1.395412)); 
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   return "img/maptiles/" + z + "/" + x + "/" + y + ".png"; 
} 
 
function init() { 
  var opts = { 
    center: new google.maps.LatLng(53.385, -1.465), 
    zoom: 15, 
          mapTypeControl: false, 
          streetViewControl: false, 
          zoomControl: true, 
        zoomControlOptions: { 
             position: google.maps.ControlPosition.TOP_LEFT 
        }, 
          streetViewControl: false, 
         minZoom: mapMinZoom, 
         maxZoom: mapMaxZoom           
        }; 
         
  map = new google.maps.Map(document.getElementById('map'), opts); 
  map.setMapTypeId(google.maps.MapTypeId.ROADMAP); 
  //map.fitBounds(mapBounds); 
   
  var styles = [ 
{ 
stylers: [ 
  { visibility: "off" } 
] 




     
  var maptiler = new klokantech.MapTilerMapType(map, mapGetTile, mapBounds, 
mapMinZoom, mapMaxZoom); 
  //var opacitycontrol = new klokantech.OpacityControl(map, maptiler); 
 loadJSONData(); 
  
   // Listen for the dragend event 
   google.maps.event.addListener(map, 'center_changed', function() { 
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     // We're out of bounds - Move the map back within the bounds 
 
     var c = map.getCenter(), 
         x = c.lng(), 
         y = c.lat(), 
         maxX = mapBounds.getNorthEast().lng(), 
         maxY = mapBounds.getNorthEast().lat(), 
         minX = mapBounds.getSouthWest().lng(), 
         minY = mapBounds.getSouthWest().lat(); 
 
     if (x < minX) x = (minX+0.005); 
     if (x > maxX) x = (maxX-0.005); 
     if (y < minY) y = (minY+0.005); 
     if (y > maxY) y = (maxY-0.005); 
 
     map.setCenter(new google.maps.LatLng(y, x)); 
   }); 
  
}      // end of init function 
 
function loadJSONData(){ 
    // call in position data from server 
     
    $.ajax({ 
    type: "GET", 
    dataType: 'text',  
    jsonp: 'jsoncallback', 
    timeout: 30000, 
    url: 'locations.php', 
    //crossDomain:'true', 
         success: function( data ){ 
          myLocs = jQuery.parseJSON(data); 
          //alert(myLocs.length + " locations loaded"); 
          loadLocations(); 
   }, 
   error: function(xhr, status, error) { 
  var err = eval("(" + xhr.responseText + ")"); 











    
 for (var i=0; i < (myLocs.length); i++) { 
     
    var r = myLocs[i]; 
     
    var myLatLng = new google.maps.LatLng(r.lat,r.lon); 
 




if (r.display_id.indexOf('c') > -1) iconCol = "img/red-dot.png"; 
else  iconCol = "img/yellow-dot.png"; 
 
 
//superseded version for displaying an array of standard markers 
        markers.push(new google.maps.Marker({ 
            map: map, 
            position: myLatLng, 
            title: r.title, 
            icon: iconCol 
        })); 
 
(function () {         
    var t = myLocs[i].id-1;     
        google.maps.event.addListener(markers[markers.length-1], 'click', 
function() { 





} //end of load locations function 
 
//global variables 
var opacity = 1; 
 var aud; 
 var nowPlaying = false; 
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      var tempMarker; 
      var markers = []; 
      var myLocs, myPos, geo, me; 
 var isGeoOn = false; 
      
function hideAddressBar(){ 
    if(!window.location.hash) 
    { 
        if(document.height <= window.outerHeight + 10) 
        { 
            document.body.style.height = (window.outerHeight + 150) +'px'; 
            setTimeout( function(){ window.scrollTo(0, 1); }, 50 ); 
        } 
        else 
        { 
            setTimeout( function(){ window.scrollTo(0, 1); }, 0 ); 
        } 
    } 
} 
 




        if(navigator.geolocation) { 
          navigator.geolocation.getCurrentPosition(function(position) { 
           myPos = new google.maps.LatLng(position.coords.latitude, 




if (mapBounds.contains(myPos) === false) { 
 
var message = "Current location off of the map!"; 
$('#loading_text i').html(message); 
 













             
            try { me.setMap(null);} 
            catch(err){ 
console.log(err.message); 
  } 
             
            me = new google.maps.Marker({ 
              map: map, 
              position: myPos, 
              title: 'Location found using HTML5.', 
              icon: "img/blue-dot-circle.png", 
              optimized: false 
            }); 
 
            //console.log(myPos); 
           map.setCenter(myPos); 
             
            updatePosition(); 
           // $("#geo_btn").html('Turn GPS Off<img 
src="img/geo_icon.gif"/>'); 
} 
            
          }, function() { 
            handleNoGeolocation(true); 
          }); 
        } else { 
          // Browser doesn't support Geolocation 
          handleNoGeolocation(false); 
        } 
} 
 
      function handleNoGeolocation(errorFlag) { 
         var e_message; 
        if (errorFlag) { 
              e_message = 'Error: The Geolocation service failed.'; 
        }  
        else { 
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geolocation.';    
        } 
 
    $('#loading_text i').html(e_message); 
               if  ($('.pos_overlay').css('visibility')== 'hidden') { 
                alert(e_message); 
                } 
geoOff(); 
  } 
 
  function openAudio(i){ 
    var r = myLocs[i]; 
    geoOff(); 
    if (nowPlaying === false) { 
    //markers[id].setAttribute('class', 'textBox_played');  
   //markers[id].style.background-color = "#c8b6b5"; 
   //markers[id].style.border = "1px solid #776d6d"; 
     
    markers[i].setAnimation(google.maps.Animation.BOUNCE); 
    setTimeout(function (){ 
 
    markers[i].setAnimation(null); 
     
    $('#audio_title').html(r.title); 
    $('#audio_subtitle').html(r.subtitle); 
     
if (r.image_available == 1){ 
    $('#audio_image').css('background-image','url("trail_files/img/' + 
(i+1) + '.png")'); 
  } 
   
  else { 
   $('#audio_image').css('background-
image','url("trail_files/img/0.png")'); 
  } 
    
    var source = '<audio id="audio_player" controls>'; 
    source +=  '<source id="audio_player_mp3" src="trail_files/audio/' + 
r.display_id + '.mp3"  type="audio/mpeg" />'; 
    source +=  '<source id="audio_player_ogg" src="trail_files/audio/' + 
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    source +=  '</audio>'; 
    $('#audio_source').html(source); 
 
aud = $('#audio_player').get(0); 
    aud.play(); 
    nowPlaying = true; 
    toggleContent('audio_overlay'); 
    markers[i].setIcon('img/grey-dot.png'); 
    myLocs[i].played = 1; 
     
     
    aud.addEventListener('ended', function(){ 
    closeAudio(); 
    geoOn(); 
    }); 
     
    },1500);     
 } 
 else { closeAudio(); } 
} //end openAudio 
 
  function openAudioIntro(){ 
    geoOff(); 
    if (nowPlaying === false) { 
 
    setTimeout(function (){ 
     
    $('#audio_title').html("Introduction"); 
    $('#audio_subtitle').html("The Port of Sheffield Digital Trail. Read by 
Deborah Egan"); 
     
    $('#audio_image').css('background-
image','url("trail_files/img/0.png")'); 
     
    var source = '<audio id="audio_player" controls>'; 
    source +=  '<source id="audio_player_mp3" 
src="trail_files/audio/intro.mp3"  type="audio/mpeg" />'; 
    source +=  '<source id="audio_player_ogg" 
src="trail_files/audio/intro.ogg"  type="audio/ogg" />'; 
    source +=  '</audio>'; 
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aud = $('#audio_player').get(0); 
    aud.play(); 
    nowPlaying = true; 
    toggleContent('audio_overlay'); 
     
    aud.addEventListener('ended', function(){ 
    closeAudio(); 
    geoOn(); 
    }); 
     
    },1500); 
     
 } 
 else { closeAudio(); } 
} //end openAudio 
 
function closeAudio(){ 
    aud.pause(); 
    toggleContent('audio_overlay');  
    nowPlaying = false; 




    var el = document.getElementById(element); 









//to switch geolocation off  
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function geoOn(){ 
isGeoOn = true; 
console.log(isGeoOn);  
 $("#geo_btn").addClass('on-btn'); 
 $("#geo_btn").html('Turn GPS Off<img src="img/geo_icon.gif"/>'); 
setTimeout(function (){geoLocate()},2000); 






isGeoOn = false; 
console.log(isGeoOn);  
 $("#geo_btn").removeClass('on-btn'); 
geo = window.clearInterval(geo); 
$("#geo_btn").html('Turn GPS On<img src="img/geo_icon.png"/>'); 
 









 function updatePosition() { 
var radius = 60; 
var R = 6371; // km (change this constant to get miles) 
 
    var distanceCheck = new Array();   // create new array (reset on each 
geoSuccess) for nearest distance at the start  
 
    // start big loop  
    for (var i=1; i<myLocs.length; i++){ 
 
     // Haversine formula to calculate distances 
     
    var dLat = ((myLocs[i].lat) - myPos.lat() ) * Math.PI / 180;    // 
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    var dLon = ((myLocs[i].lon) - myPos.lng() ) * Math.PI / 180;    // 
lon2 - lon1 converted to radians 
    var a = Math.sin(dLat/2) * Math.sin(dLat/2) + Math.cos(myPos.lat() 
* Math.PI / 180 ) * Math.cos((myLocs[i].lat) * Math.PI / 180 ) * 
Math.sin(dLon/2) * Math.sin(dLon/2); 
    var c = 2 * Math.atan2(Math.sqrt(a), Math.sqrt(1-a)); 
 
    myLocs[i].distance= R * c * 1000; //convert to metres and add to 
distance column of myLocs array 
        
 
     if(myLocs[i].played == 0){  
         
     distanceCheck.splice(0,0,myLocs[i].distance);  // add distances to new 
'distanceCheck' array (only if the boolean played? is false) 
          }    
    // console.log(distanceCheck);                             
        ///////////////////                    
           
         if ( myLocs[i].distance < radius && myLocs[i].played == 0 && 
nowPlaying === false) { 
             
          openAudio(i); 
          break; 
         } 
          
        
      }  // end of loop 
 
          //calculate the smallest value of new distances array 
     var nearest = Math.round(Math.min.apply(0, distanceCheck)); 
$('#subheader i').html("Walk " + nearest + "m to find the next story"); 
 
} 
                                 
 






Appendix 5: Research ethics documentation  
 
Initial research ethics application (April 2011) 
A) Research Ethics Application Form 
B) Participant Information Document  
C) Research Ethics Approval Letter 
Revised research ethics application (August 2012) 
D) Research Ethics Application Form 
E) Participant Information Document 
F) Port of Sheffield Risk Assessment  









A1.  Title of Research Project: How can the documentation and visualisation of outdoor theatre 
in urban spaces provide a platform for interaction between audience, performer and the cityscape? 
 
A2. Contact person (normally the Principal Investigator, in the case of staff-led research 
projects, or the student in the case of supervised-postgraduate researcher projects): 
 
Title: Mr First Name/Initials: Adam C Last Name: Park 
Post: PhD Candidate                    Department: Architecture 
Email:    arp10acp@shef.ac.uk    Telephone: 07810470364 / 0114 222 3081 
 
A2.1.    Is this a postgraduate researcher project? Yes 
 
 If yes, please provide the Supervisor’s contact details: 
 Dr Chengzhi Peng, School of Architecture 
 c.peng@shef.ac.uk  / 0114 222 0318 
A2.2. Other key investigators/co-applicants (within/outside University), where applicable: 
  
Please list all (add more rows if necessary) 
Title Full Name Post Responsibility in 
project 










A3. Proposed Project Duration: 
  
Start date: 9th April 2011 End date: - 
  
 
A4. Mark ‘X’ in one or more of the following boxes if your research: 
 
  involves no access to identifiable personal data and no direct contact with participants 
   
  involves adults with mental incapacity or mental illness  
   
  involves prisoners or others in custodial care (e.g. young offenders) 
 
   
  involves children or young people aged under 18 years 
 
   
  involves using samples of human biological material collected before for another purpose 
 
   
  involves taking new samples of human biological material (e.g. blood, tissue) * 
 
   
  involves testing a medicinal product * 
 
   
  involves taking new samples of human biological material (e.g. blood, tissue) * 
 
   
  involves additional radiation above that required for clinical care * 
 
   
  involves investigating a medical device * 
   
 
* If you have marked boxes marked * then you also need to obtain confirmation that appropriate 
University insurance is in place. The procedure for doing so is entirely by email. Please send an 







University Research Ethics Application Form 
 
 
It is recommended that you familiarise yourself with the University’s Ethics Policy Governing Research 
Involving Human Participants, Personal Data and Human Tissue before completing the following 
questions.  Please note that if you provide sufficient information about the research (what you intend 
to do, how it will be carried out and how you intend to minimise any risks), this will help the ethics 
reviewers to make an informed judgement quickly without having to ask for further details. 
 
A5. Briefly summarise: 
 
i. The project’s aims and objectives: 
(this must be in language comprehensible to a lay person) 
 
The series of open-ended interviews aims to generate a fuller understanding of the 
issues relating to: 
The process of staging outdoor performances, documenting theatre, widening 
participation in theatre, and managing outdoor events. 
 
ii. The project’s methodology: 
(this must be in language comprehensible to a lay person) 
 
The methodology for the part of the research subject to this ethics review procedure is the 
‘expert review’. This comprises of semi-structured, in-depth, ‘elite interviews’ with 
organisations identified as relevant to the research through the RECITE research network. 
The interview schedule includes the creative director of ‘Sheffield Theatres’, City Council 
event management team, and the creative director or experienced outdoor theatre company 
‘Slung Low’, who are based in Leeds.  
 
This series of interviews are designed to reach individuals identified as having an overarching 
view of the relevant organisation they are part of. This is particularly important for this project 
due to multi-disciplinary approach, but also because the researcher’s background is primarily 
architectural and not theatrical. 
 
A6. What is the potential for physical and/or psychological harm / distress to 
participants? 
 
 No potential for physical or psychological harm. 
 
 
A7. Does your research raise any issues of personal safety for you or other         
researchers involved in the project? (especially if taking place outside working 
hours or off University premises) 
 
 Yes – one of the interviews is to be carried out on the working set of an theatre 
production in Hull. 
 
 
If yes, explain how these issues will be managed. 
Contact the company prior to the day of interview to check the nature of the set and 
interview offices, and if any Personal Protective Equipment is required / provided. 
 
Where appropriate, receive a health and safety briefing from the person responsible 









Ahead of any visits I will ensure that there is a nominated telephone contact person at 
the University (Dr Peng), who will have precise details of time and location of the visit, 








Identified through contacts with the RECITE research network and via organisations 








Approached via email letter explaining the aims of the project and need to carry out 















A9. Will informed consent be obtained from the participants? 
 
 YES X NO  
 
If informed consent or consent is NOT to be obtained please explain why. 







A9.1.   This question is only applicable if you are planning to obtain informed consent: 
How do you plan to obtain informed consent? (i.e. the proposed process?): 
 
 
Circulate the participant information document to interviewees prior to the interview 
(this contains details of the consent form and reasons for having one). 
 
On the day of the interview, provide interviewees with consent form for their signature 










A10.   What measures will be put in place to ensure confidentiality of personal data, 
where appropriate? 
 
Participant’s right to confidentiality and anonymity is set out in the consent form. 
Should they wish the information they provide to remain confidential, it will be stored 








A11. Will financial / in kind payments (other than reasonable expenses and 
compensation for time) be offered to participants? (Indicate how much and on 







A12.  Will the research involve the production of recorded media such as audio 
and/or video recordings? 
 
 YES X NO  
 
A12.1. This question is only applicable if you are planning to produce recorded media: 
How will you ensure that there is a clear agreement with participants as to how 
these recorded media may be stored, used and (if appropriate) destroyed? 
 









Guidance on a range of ethical issues, including safety and well-being, consent and 




University Research Ethics Application Form 
 
Part B – The Signed Declaration 
 
Title of Research Project: How can the documentation and visualisation of outdoor theatre in 
urban spaces provide a platform for interaction between audience, performer and the cityscape? 
 
I confirm my responsibility to deliver the research project in accordance with the University of 
Sheffield’s policies and procedures, which include the University’s ‘Financial Regulations’, 
‘Good Research Practice Standards’ and the ‘Ethics Policy Governing Research Involving 
Human Participants, Personal Data and Human Tissue’ (Ethics Policy) and, where externally 
funded, with the terms and conditions of the research funder. 
 
In signing this research ethics application form I am also confirming that: 
 
 The form is accurate to the best of my knowledge and belief.  
 
 The project will abide by the University’s Ethics Policy. 
 
 There is no potential material interest that may, or may appear to, impair the 
independence and objectivity of researchers conducting this project. 
 
 Subject to the research being approved, I undertake to adhere to the project protocol 
without unagreed deviation and to comply with any conditions set out in the letter from 
the University ethics reviewers notifying me of this. 
 
 I undertake to inform the ethics reviewers of significant changes to the protocol 
(by contacting my academic department’s Ethics Administrator in the first instance). 
 
 I am aware of my responsibility to be up to date and comply with the requirements of the 
law and relevant guidelines relating to security and confidentiality of personal data, 
including the need to register when necessary with the appropriate Data Protection 
Officer (within the University the Data Protection Officer is based in CiCS). 
 
 I understand that the project, including research records and data, may be subject to 
inspection for audit purposes, if required in future. 
 
 I understand that personal data about me as a researcher in this form will be held by 
those involved in the ethics review procedure (e.g. the Ethics Administrator and/or ethics 
reviewers) and that this will be managed according to Data Protection Act principles. 
 
 If this is an application for a ‘generic’ project all the individual projects that fit under the 
generic project are compatible with this application. 
 
 I understand that this project cannot be submitted for ethics approval in more than 
one department, and that if I wish to appeal against the decision made, this must 
be done through the original department. 
 
Name of the Principal Investigator (or the name of the Supervisor if this is a 
postgraduate researcher project): 
Chengzhi Peng 
 
If this is a postgraduate researcher project insert the student’s name here: 
Adam Park 
Signature of Principal Investigator (or the Supervisor):  
 
Date:   
 
 
Email the completed application form and provide a signed, hard copy of ‘Part B’ to the 
Ethics Administrator (also enclose, if relevant, other documents). 
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Participant Information Document 
for PGR student research
Project title:
How can the documentation and visualisation of outdoor theatre in urban spaces provide a 
platform for interaction between audience, performer and the cityscape?
Postgraduate student responsible for the research:  
Adam Park, PhD Candidate, University of Sheffield, School of Architecture. 
arp10acp@shef.ac.uk 07810470364 / 0114 222 3081 
Research Supervisor: 
Dr Chengzhi Peng, Senior Lecturer, University of Sheffield, School of Architecture. 
c.peng@shef.ac.uk 0114 222 0318 
Research Objectives: 
I am from an architectural research background, and am carrying out a study into city spaces that 
are specifically used for outdoor performance. The purpose of this research is to better 
understand the complex and often hidden relationships between people, performers and urban 
space in the staging of outdoor theatre. 
Architectural designers and researchers commonly use visual communication tools, skills that 
could be exploited and tested within the context of documenting performances. The project will 
test methods for the documenting of the physical, social and ‘live’ conditions of performance sites, 
and explore at how the variety of stakeholders in urban space who might interact with the 
resulting virtual models. 
At this early stage of the research project I am interviewing a range of people (including local 
authority managers & planners, theatre curators and performers) with an open-ended framework 
of questions. I hope to find out more about your perspective on the subject and explore the broad 
range of issues associated with staging performance events in the public realm. 
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Participant Information Document 
for PGR student research
This research, which may involve surveys, interviews, documentary analysis and observation,
must conform to the conditions under which it received ethical approval in the University of 
Sheffield School of Architecture. Researchers are required to respect confidentiality and to 
maintain the anonymity of all participants. 
Participation in this study is completely voluntary. 
All participants have a right to participate, withdraw from, or refuse to take part in the research 
project at any time in the process. Similarly, any information that has been supplied can be
withdrawn at any stage during the project 
The interview will last approximately 1 hour, at a time, date and location arranged and agreed 
with participants prior to the interview 
The interview will be recorded using either audio or video media. Any recorded media will be 
used only in conjunction with the research project, and will not be made public without the prior 
consent of individuals concerned. All recorded media is to be stored securely and anonymously, 
and destroyed upon the completion of the research or on the request of the participant. 
All participants have the right for all information provided to remain confidential, and the right to 
remain anonymous in any written report.  
After you have read this information document you will be invited to complete a Consent Form 
before the interview commences. 
If there is concern about any aspect of this research project it should be addressed in the first 
instance to the research student, and then to the tutor supervising the work (contact details 
above). 
In addition to these avenues the University also has a complaints procedure, details of which may 
be found at: www.shef.ac.uk/ssid/procedures/grid.html#complaints  









A1.  Title of Research Project: Context- aware: The production of the 'locative intervention' as 
critical spatial practice and collaborative methodology in articulating or ‘mapping’ place-identity. 
 
A2. Contact person (normally the Principal Investigator, in the case of staff-led research 
projects, or the student in the case of supervised-postgraduate researcher projects): 
 
Title: Mr First Name/Initials: Adam C Last Name: Park 
Post: PhD Candidate                    Department: Architecture 
Email:    adam.park@shef.ac.uk    Telephone: 07810470364 
 
A2.1.    Is this a postgraduate researcher project? Yes 
 
 If yes, please provide the Supervisor’s contact details: 
 Dr Chengzhi Peng, School of Architecture 
 c.peng@shef.ac.uk  / 0114 222 0318 
 
A2.2. Other key investigators/co-applicants (within/outside University), where applicable: 
  
Please list all (add more rows if necessary) 
Title Full Name Post Responsibility in 
project 
Organisation  Department 
 Deborah 
Egan 




A3. Proposed Project Duration: 
  
Start date: 21st September  2012 End date: - 
  
 
A4. Mark ‘X’ in one or more of the following boxes if your research: 
 
  involves no access to identifiable personal data and no direct contact with participants 
   
  involves adults with mental incapacity or mental illness  
   
  involves prisoners or others in custodial care (e.g. young offenders) 
 
   
X  involves children or young people aged under 18 years 
 
   
  involves using samples of human biological material collected before for another purpose 
 
   
  involves taking new samples of human biological material (e.g. blood, tissue) * 
 
   
  involves testing a medicinal product * 
 
   
  involves taking new samples of human biological material (e.g. blood, tissue) * 
 
   
  involves additional radiation above that required for clinical care * 
 
   
  involves investigating a medical device * 
   
 
* If you have marked boxes marked * then you also need to obtain confirmation that appropriate 
University insurance is in place. The procedure for doing so is entirely by email. Please send an 







University Research Ethics Application Form 
 
 
It is recommended that you familiarise yourself with the University’s Ethics Policy Governing Research 
Involving Human Participants, Personal Data and Human Tissue before completing the following 
questions.  Please note that if you provide sufficient information about the research (what you intend 
to do, how it will be carried out and how you intend to minimise any risks), this will help the ethics 
reviewers to make an informed judgement quickly without having to ask for further details. 
 
A5. Briefly summarise: 
 
i. The project’s aims and objectives: 
(this must be in language comprehensible to a lay person) 
 
This project aims to test a collaborative, artistic approach to researching the place-
identity of an area of Sheffield. The case study has been developed to address the 
question: Can participatory site-specific practices provoke a different level of 
engagement with site than everyday inhabitation or use? 
 
Working closely alongside an arts company (The Blue Shed), the researcher will 
observe the process of creating a site-specific performance (audio walk), and use the 
performance to collect data from the audience of the site in question. 
 
The audio trail will be delivered via a Smartphone App, and some methods of data 
collection will be integrated into this platform. 
 
ii. The project’s methodology: 
(this must be in language comprehensible to a lay person) 
 
Key to the study of any live arts practice is access to the processes of design and 
production, and the response of the audience. 
 
Data collection will take place during the 10 day period of the ‘Festival of the Mind’. 
Three methods of collecting qualitative data from participants of the audio trail will be 
employed; through the Smartphone App itself, a post-event survey and a series of 
reflective interviews with selected participants. Both the Festival of the Mind and 
audio trail are free and fully open to the public.  
 
Upon registering for the trail (or downloading the app), participants will be asked 
whether they consent to participating in the research project. If consent is given, 
participants will be asked for contact details and be added to a secure database. 
 
The purpose of building in data collection (‘add you story function’) to the app is 
collect information ‘in the moment’. This dataset is submitted anonymously. Before 
any data is collected, held, or used for research purposes, participants will receive 
clear notification and accept prior to them submitting any data electronically. 
 
Within 24 hours of completing the trail, participants will be contacted via email with a 
link to an online survey.  Participants will then be asked to respond to a set of mixed 
open and closed questions regarding the experience.  
 
The final stage is a series of semi-structured interviews with selected participants. 
The purpose of the interviews will be to ask participants to reflect on their experience 






Participants under the age of 18 are able to participate via the app and online survey, 




A6. What is the potential for physical and/or psychological harm / distress to 
participants? 
 
 No potential for physical or psychological harm in the course of the research. 
  
As part of their process, creative partners The Blue Shed have carried out a joint risk 
assessment (attached to this form).  
 
 
A7. Does your research raise any issues of personal safety for you or other         
researchers involved in the project? (especially if taking place outside working 
hours or off University premises) 
 
 Yes –  potentially during visits to the canal to trial data collection, and lone-working 
during the event. 
 
 
If yes, explain how these issues will be managed. 
 
The towpath is generally well-used and poses limited personal safety risk. Tests 
along the canal will only be carried out during daylight hours, and no unnecessary 
risks will be taken.  
 
For further details regarding project participants and the data collection event, please 
see attached risk assessment. 
 
 









They will be approached at the point of registering for the trail (whether physically or 
virtually), at which point the aims of the research project will be clearly set out in the 




Recruitment to the survey and interview stages is only possible through agreement to 
participate by responding to the email letter. 
 
 
A9. Will informed consent be obtained from the participants? 
 
 YES X NO  
 
If informed consent or consent is NOT to be obtained please explain why. 






A9.1.   This question is only applicable if you are planning to obtain informed consent: 
How do you plan to obtain informed consent? (i.e. the proposed process?): 
 
Participants will be approached at the point of registering for the trail (whether 
physically or virtually). At this point the aims of the research project will be clearly set 
out in the Participant Information Document. 
 
Informed consent will be then obtained by voluntary completion of a contact form 
(either written or electronic). 
 
 
Prior to any the interview participant information document will be resent to 
interviewees (this contains details of the consent form and reasons for having one). 
 
On the day of the interview, provide interviewees with consent form for their signature 
prior to starting the interview. 
 
 
A10.   What measures will be put in place to ensure confidentiality of personal data, 
where appropriate? 
 
Participant’s right to confidentiality and anonymity is set out in the contact /consent 
form.  
 
Should they wish the information they provide to remain confidential, this will be 
recorded at the time of taking details, and then only will be used without name data 
attached, and stored only on the personal research computer of the student 
researcher (password protected). 
 
 
A11. Will financial / in kind payments (other than reasonable expenses and 
compensation for time) be offered to participants? (Indicate how much and on 





A12.  Will the research involve the production of recorded media such as audio 
and/or video recordings? 
 
 YES X NO  
 
A12.1. This question is only applicable if you are planning to produce recorded media: 
How will you ensure that there is a clear agreement with participants as to how 
these recorded media may be stored, used and (if appropriate) destroyed? 
 
This is clearly explained to participants in the consent form and the participant 
information document.  
 
Before any data is collected via the app, held, or used for research purposes, 





Guidance on a range of ethical issues, including safety and well-being, consent and 






Participant Information Document 
for PGR student research
Project title    
Context- aware: The production of the 'locative intervention' as critical spatial practice and 
collaborative methodology in articulating or ‘mapping’ place-identity. 
Postgraduate student 
Adam Park, PhD Candidate, RECITE group, University of Sheffield, School of Architecture. 
adam.park@shef.ac.uk  07810470364 
Research Supervisor 
Dr Chengzhi Peng, Senior Lecturer, University of Sheffield, School of Architecture. 
c.peng@shef.ac.uk 0114 222 0318 
Research Objectives 
I am from an architectural research background, and am carrying out a study into mapping city 
spaces through ‘site-specific’ arts practices such as outdoor theatre, audio tours, and locative 
(GPS) media. The project is being carried out in collaboration with local theatre producers, The 
Blue Shed and with the support of Sheffield Theatres and funding from the University of Sheffield 
‘Festival of the Mind’.
The purpose of this research is to better understand the impacts of participating in these types of 
performance, and whether this artistic engagement might articulate a different type of knowledge 
about a place. Architectural designers and researchers commonly use visual communication tools 
such as plans, maps and models. The project will test methods for the mapping some of the 




This research, which will involve surveys, interviews, documentary analysis and observation,
must conform to the conditions under which it received ethical approval in the University of 
Sheffield School of Architecture. Researchers are required to respect confidentiality and to 
maintain the anonymity of all participants. 
Part of the production of the Blue Shed / Sheffield Theatres ‘Digital Trail’ will ask participants to 
‘add their story’ to the trail – via electronic submission of audio / visual material via the website or 
Smartphone app. Submissions can be anonymously and are entirely voluntary, and participants 
are free to withdraw from the project at any time. 
Before uploading and stories, participants will be asked to grant permission to use this electronic 
material for the Port of Sheffield arts project and / or the RECITE research project. Any recorded 
media will be used only in conjunction with these projects, and will not shared or used for any 
other commercial purposes or public release. 
The identity of individuals will not be made public without the prior consent of individuals 
concerned. All recorded media related to the project is to be stored securely and anonymously, 
and destroyed upon the completion of the research.  
Further information regarding thia research is also available via the project website and 
Smartphone app, along with the ‘Digital Trail’ project guidelines (health and safety briefing). 
Concerns and / or Complaints 
If there is concern about any aspect of this research project it should be addressed in the first 
instance to the research student, and then to the tutor supervising the work (contact details 
above). 
In addition to these avenues the University also has a complaints procedure, details of which may 
be found at: www.shef.ac.uk/ssid/procedures/grid.html#complaints  














































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































   
   










































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































Mr. Adam Park 
School of Architecture 
University of Sheffield 





 Stephen Walker 
 
 
School of Architecture 




29 August 2012Wednesday, 12 March 2014 
 
Telephone: +44 (0) 114 2220345 





PROJECT TITLE: Context- aware: The production of the 'locative intervention' as crit ical 
spatial  practice and collaborative methodology in articulating or ‘mapping’ place-identity. 
 
On behalf of the University ethics reviewers who reviewed your project, I am pleased to inform you 
that on 29.08.12 the above-named project was approved on ethics grounds, on the basis that you will 
adhere to the following document that you submitted for ethics review: 
 
• University research ethics application form (20.07.12) 
• Participant Information Document 
• Risk Assessment 
 
If during the course of the project you need to deviate significantly from the above-approved 
document please inform me since written approval will be required. Please also inform me should you 
decide to terminate the project prematurely. 
 
Yours sincerely 
 
 
 
 
 
 
 
Stephen Walker 
Ethics Administrator 
480
